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THE    LITERARY   SATURNIAN: 

PART  II. 
NAEVIUS  AND  THE  LATER  ITALIC  TRADITION 

BY 

THOMAS  FixzHucn 

I.  The  Italico-Keltic  Saturnian  the  Source  of  Modern  Accentual 
Rhythm. — We  have  seen  in  Bulletin  No.  5,  The  Literary  Saturnian, 
Part  I:  Livius  Andronicus,  that  the  tripudic  principle  of  the  initial 
and  penultimate  acute  (A),  and  final  grave  (G)  stress,  which  is  violated 
rhythmically  by  the  sequences  G  :  G  and  G  :  A-O,  continued  through- 
out the  length  and  breadth  of  the  Italico-Keltic  or  West-Indoeuropean 
world,  and  from  the  twilight  dawn  of  literary  tradition  to  the  last  breath 
of  Italico-Keltic  speech  and  culture,  to  be  the  basal  and  ever-present 
law  of  accent  and  rhythm. 

Graecia  capta  ferum  victorem  cepit  et  artes 
Intulit  agresti  Latio:  sic  horridus  ille 
Defluxit  numerus  Saturnius,  et  grave  virus 
Munditiae  pepulere;  sed  in  longum  tamen  aevom 
Manserunt  hodieque  manent  vestigia  ruris: 

Thus  the  learned  class  in  Rome  strove  vainly  to  domesticate  the  Greek 
quantitative  thesis  on  terms  of  perfect  equality  with  the  tripudic 
accentual  thesis,  and  therefore  sought  freely  to  admit  the  artificial 
O- verse-beat, 

i        « 

A-O-A-G, 

as  well  as  the  unrestricted  claudo-accentual  procatalectic  effect, 

•        i 
A-A-G. 

The  indigenous  sense  of  the  unsophisticated  ear  of  the  Roman  masses 
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promptly  repudiated  this  artificial  use  of  the  Hellenic  verse-beat,  which 
was  thus  brought  into  natural  accord  \vith  the  tripudic: 

i        • 
A-O-A-G 

t 
A-A-G. 

Finally  with  the  passing  of  the  Italico-Keltic  tripudic  accent  and  the 
rise  of  modern  idioms,  the  new  nations  were  left  with  our  modern  rhythm 
of  accent  modulated  to  the  Greek  verse-beat. 

II.  The  Literary  Types  of  the  Saturnian. — From  the  deplorable 
wreck  of  our  Livian  tradition  we  succeeded  in  Part  I  in  securing  a  fairly 
exhaustive  array  of  Saturnian  types,  to  which  we  may  now  refer  as  our 
examination  proceeds,  ard  thus  escape  the  necessity  of  repeating  examples 
which  have  already  been  adduced: 

&    J.  A-iJvl       i         O  ||    i    w    O        iiju 

A.  Virum  mi  hi  Camena  insece  versutum  :  Part  I,  §i. 
A-G       A-GlA-A  -  G°||A-O-G|  A-A-G 

^•w      w'wo)       i  i       J.||i      >tilj.|w'w          ii 

B.  Mea  puera  quid  verbi  ex  tuo  ore  supra  fugit?    :  I,  §3. 

A    -   A-G  |  A  -    A-G  ||  A -A-G  A-G  |      A   -  A-G 

.,  • .,     A  I     »   I  I      .    II    •       1 


C.     Neque  enim  te  oblitus  sum  Laertie    noster  :  I,  §4. 

A-A-G     A-A|A-G||A-A    A-O-G|A-G 


l    i    .  _  l  i     ,  ^  I  i  l 


D.     Argenteo  polubro  aureo  eclutro  :  I,  §5. 

A  -  A-O-G|   A-A-G0  II  A-O-G|  A-A-G 


E.    Quae  haec  daps  est?  qui  festus  dies?  :  I,  §7. 

A   -A   I  A  -  G  ||  A-A-G  |A-G 


F.     In  Pylum  adveniens  aut  ibi  ommentans  :  I,  §9. 

A-A-G    I  A  -  A  -  G   ||  A-A-G!  A  -  A-G 
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i     |    i     i||  W*W       1^|          i        i 

G.     Tumque  remos  iussit  religare  struppis  :  I,  §10. 

A-G      A-GIA-GII    A-A-GJ     A-G 

i        J.4/i|±w'wi||'i  i       i      O    |        1     vs,      1 

H.     Quando  dies  adveniet  quern  profata  Morta  est     :  I,  §12. 
A-G  A-G|  A  -  A- G||    A   -   A   A-G|    A-G- A 

1     O       i       i    |   sx'vy    I       i    ||      i      wli      | 

I.     Atque  escas  habeamus  mentionem    ...  :  I,  §13. 

A-G  A-G  |    A  -A -G°||    A-O-A-G    | 

w  '  w    -i.       i     vi.      I  4,    i     i  ||  i       1    JL        i         4,  |  i     o 

K.     Igitur  demum  Ulixi  cor  frixit  prae  pavore  :  I,  §17. 

A-G  A-G  IA-A-GIIA-A-G  A-A|A-G 

lio     4,i|!w*||w'w*i     4/M/l    i     ^ 
L.     Celsosque  ocris  arvaque  putria  et  mare  magnum  :  I,  §18. 
A-A-G     A-G°|A-O-G||    A-GA-A-G|    A-G 

1      iii|4,±ii|4,i|iJL* 

M.     Me  carpento  vehentem  domum  venisse  :  I,  §20. 

A  -  A  A-G    A-A-G   ||A-G    I   A-A-G 


N.     Namque  nullum  peius  macerat  humanum  :  I,  §22. 

A  -  G      A-G  |  A-G°||    A-O-G  |  A-A-G 

1     o     4.  a  |  i   *   ||  i  *     i     a.   J   i  •'  j. 

O.     Quamde  mare  saevom  vires  cui  sunt  magnae  :  I,  §22. 

A-G    A-G|'  A-G  ||  A-G    A-G       A-G 


P.     Topper  confringent  importunae  undae  :  I,  §22. 

A-G  |  A-A-G0  ||A-0-A-G|  A-G 


Q.     Mercurius  cumque   eo    f  ilius  Latonas  :  I,  §23. 

A  -  A  -  G  |  A-G   A-G°||  A-O-G  |  A-A-G 


R.     Nexabant  multa  inter  se  flexu  nodorum  dubio          :  I,    §24. 
A-A-G     A-GIA-A-GIIA-G    A-A-G  I    A-G 
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S.     Nam  divaMonetasfiliadocuit  :  I,  §25. 

A  -  A-G|    A-A-G°||A-O-G|    A-G 


T.     Inferus  an  superus  tibi  fert  deus  funera,  Ulixes   :  I,  §26. 
A-O-G    A  -  A-G|A-G||  A-A-G0  A-O-G|A-A-G 


-i.          xl/       ^        W  '  w     ^  <S/      Jt,    \  Vf    A        — 

U.     Topper  facit  homines  ut  prius  fuerunt  :  I,  §27. 

A-G    A-G|     A-G  HA- A-G  |  A-A-G 


V.     Topper  citi  ad  aedis  venimus  Circae  :  I,  §28. 

A-G    A-G|A- A-G°||A-O-G  |  A-G 

v •%» V ]  JL  1  *  f  1   .*  |  1  1  * 

W.     Quoniam  audivi  paucus  gavisi  :  I,  §32. 

A-G  |  A- A-G ||  A-G  |  A-A-G 
i      i 


X.     Cum  socios  nostros  mandisset  impius  Cyclops          :  I,  §36. 
A-A-G    A-G  |    A-A-GIA-O-G]   A-G 


Y.     At  celer  hasta  volans  perrumpit  pectora  ferro.      :  I,  §38. 
A-A-G     A-G  |  A-G  ||  A-A-G0    A-O-Gj  A-G 


i     i 


Z.     Carnis  autem  vinumque  quod  libabant  anclabatur       :  I,  §39. 
A-G    A-G  |  A-A-G  ||    A  -  A  A-G°  I  A-O-A-G 

v«  w  1     *    |  w  Vw       ^    ||   i     i    A      I    i        1       ^^ 
a    Puerarum   manibus   confectum  pulcherrime       :   I,    §41. 
A -A  -G   |      A    -  G   ||  A-A-G    I  A  -  A-O-G 

III.  The  Saturnian  of  Naevius. — We  proceed  now  to  examine  and 
identify  the  extant  Saturnians  of  Naevius: 

§i.  Caesius  Bassus,  De  Afejm,  Keil  VI.  266,  quotes  our  first  frag- 
ment apud  Naevium  poetam: 

A  ^      i  >*  I  i,    i   *  U  JL  y  *[  A  i  * 

Type  A:     Novem  lovis  Concordes  filiae  sorores     :  Part  I,  §i. 
A-G      A-G|  A-A-G°||A-O-G|  A-A-G 
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It  was  this  philological  mountebank,  who  put  the  finishing  touch  to 
the  pitiful  work  of  hellenizing  snobbery  by  his  sensational  propagandism 
of  the  Hellenic  origin  of  the  Saturnian.  His  friend  and  kindred  spirit 
Persius  sends  him  his  brazen  congratulations  on  the  success  of  the  hoax 
and  on  the  promising  outlook  for  pedagogic  capital,  Sat.  VI.  1-6: 

Admovit  iani  bruma  foco  te,  Basse,  Sabino? 

lamne  lyra,  et  tetrico  vivunt  tibi  pectine  chordae? 

Mire  opifex  numeris  veterum  primordia  vocum, 

Atque  mar  em  strepitum  fidis  intendisse  Latinae: 

Mox  iuvenes  agitare  iocis,  et  pollice  honesto 

Egregius   lusisse   senes? 

This  honest-seeming  thumb-stroke  has  been  the  trick  of  metrical  prag- 
matism from  his  day  to  ours. 

§2.     Probus,  commenting  on  Vergil,  Eclog.  VI.  31,  quotes  Naevius 
Belli  Punici  libra  tertio  sic: 


Type  I:  Postquam  avem  aspexit  in  templo  Anchisa,  :  Pa  it  I,  §13. 

A-G      A-G|  A-A-G  I1A-A-G   |  A-A-G 


Type  A:  Sacra  in  niensa  penatium  ordine  ponuntur.   :PartI,§i. 
A  -A    A-G     A-A-O-G°||  A-O-GI  A-A-G 


Type  D:  Immolabat  auream   victimam  pulchram.          :  Parti,  §5. 
A  -  O-A-G°|  A-O-GI  A-O-G    |  A  -  G  • 

§3.  Interpolator  ad  Aeneid.  III.  10:  Amat  poeta  quae  legit  immu- 
tata  aliqua  parte  vel  personis  ipsis  verbis  proferre.  Naevius  enim 
inducit  uxores  Aeneae  et  Anchisae  cum  lacrimis  Ilium  relinquentes 
his  verbis : 

1        i     O      I     1      1     J. 

Type  I:  Amborum  uxores     :  Part  I,  §13. 

A-A-G  |  A-A-G 

Type  I:  Noctu  Troiad  exibant  capitibus  opertis     :  Part  I,  §13. 
A-G     A-G|A-A-G    ||A- A  -  G  IA-A-G 
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Type  A :     Flentes  ambae  abeuntes  lacrimis  cum  multis. 
A-G    A-G|    A-A-G°||A-O-Gl  A  -  A-G 

:  Part  I,  §i. 

§4.  Interpolator  Fuldensis  ad  Aeneid.  II.  797:  Vel  admiratus  sum 
tantos  evadere  potuisse.  Sane  adamat  poeta  ea  quae  legit  diverse 
modo  proferre.  Naevius  Belli  Punici  primo  de  Anchisa  et  Aenea 
fugientibus  haec  ait: 

i  .1.      i    .u     £  '  1    *  H    1  •«.  |.   i-  i  •«. 
Type  M:  Eorum  sectam  sequuntur  multi  mortales;     :  Part  I,  §20. 

*     A-G  A-G  IA-A-GJI  A-G|  A-A-G 

Ecce  hoc  est,  Invenio  admirans  numerum. 

1     «    ^  II    1  ^1  J, 


Type  V:     Multi   alii    e  Troia    strenui  viri;   :  Part  I,  §28. 
A-G     A-GlA-A-G°|    A-O-GlA-G 

Ecce  hi  sunt  animis  parati. 

A  A    A    j.  |    1      ±  j.  ||  i  j.  |  i  i     J. 

Type  M:    Ubi  foras  cum  auro  illinc  exibant;        :  Part  I,  §20. 
A-G  A-G  1  A  -  A- G||  A-G  |  A-A-G 

Ecce  et  opibus  instructi. 

§5.     Caesius  Bassus,  Keil  VI.  265,  quotes  apud  Naevium  poetam: 

±  +      1      ^Ili^lliw^lvLi^ 
Type  A:    Ferunt  pulchros  crateras  aureas  lepistas.     :  Part  I,  §i. 

A-G      A  -  G  !  A-A-G°||A-O-G|  A- A-  G 

§6.  Isidorus,  Origines  XIX.  22.  20,  on  citrosa:  Citrosa  quasi  con- 
crispa  ad  similitudinem  citri.  Naevius: 

1      M*|^ix|ll*|Al* 

Type  a:     Pulchraque  ex  auro  vestemque  citrosam.        :  Part  I,  §41. 
A-  O-G|A-A-G||A-A-G  |A-A-G 

§7.  Priscian,  Keil  II.  351,  on  the  genitive  in -ww:  Etsciendumtamen, 
quod  rarissime  haec,  quae  in  solam  -i  finiunt  ablativum,  syncopam 
patiuntur  -i  per  genitivum  pluralem.  Inveni  marum  pro  marium,  qui 
tamen  in  rarest  usu  genitivus,  apud  Naevium  in  carmine  Belli  Punici: 
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A  ••Iw'wi^lliwij.lij. 

I  II  I 

Type  I:    Senex  fretus  p  i  e  t  a  t  e   adlocutus  summi      :  Part  I,  §13. 
A-G  A-G|    A  -  A-G°||A-O-A-G|A-G 

ijL         i         J.       |        ±         ij.||i_ij.|Aj. 

Type  I:    Regis  fratrem  Neptunum  regnatorem  marum.  :  Part  I,  §13. 
A-G  A-  G  |  A-A-G1  A-O-A-G  |  A-G 

§7.     Varro  de  Lingua  Latina  VII.  51:  Naevius: 

A         A         vt^jvli        O      ||  i     w      M,        I  i      i     J. 

Type  A:    Patrem  suum  supremum  optumum  appellat.      :  Part  I,  §i. 
A-G     A-G|A-A-G°||A-O-G  |A-A-G 

Supremum  ab  superrumo  dictum;  itaque  duodecim  tabulae  dicunt: 
Solis  occasu  diei  suprema  tempestas  esto.  Libri  augurum  pro  iempes- 
tate  tempestutem  dicunt  supremum  augurii  tempus. 

§8.     Festus,  p.  257  Mueller:  Quianam  pro  quare  et  cur  positum  est 
apud  antiques,  ut  Naevium  in  carmine  Punici  Belli: 

Type  M:     Summe  deum  regnator  quianam  genuisti?  :  Part  I,  §20. 
A-G    A-G|A-A-G||    A-G|A    -A-G 

§9.     Priscian,  Keil  II.  198,  on  the  genitive  in  -as:    Naevius  in  carmine 
Belli  Punici  I: 

w'wi        ±  vi/  I  1     i     <i/     ||    1         A  A  |    1    ±     j. 

Type  I:    Inerant  signa  expressa,  quo  modo  Titani        :  Part  I,  §13. 
A-G    A-G|A-A-G  ||  A-  A-G|A-A-G 

A   i  ^  j.|A   i  a.  ||   i   i   v*  1  i  1  j. 

Type  F:     Bicorpores  Gigantes  magnique  Atlantes,  :  Part  T,  §9. 

A-A-O-G|A-  A-G  ||   A- A-G  |  A- A-G 

Type  V:     Runcus  atque  Purpureus,  f  i  1  i  i  Terras.         :  Part  I,  §28. 
A-G  A-  G  |  A-  A-G°  ||A-O-G  |  A  -  G 

§10.     Priscian,  Keil  II.  199,  on  the  genitive  -as,  quotes  further  Naevius: 

A  JL  i    o     |  i         i        «.    ||  w  '  w     a.     |  i     i     J. 

Type  M:     Ei  venit  in  mentem  hominum  fortunas.        :  Part  I,  §20. 
A-G  A-G  |A- A-G  ||    A-G    |A-A-G 
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§11.  Priscian,  Keil  II.  242:  Nam  inquies,  cuius  extremam  corripi 
dicit  Probus,  inquietis  declinatur,  quod  trium  factum  est  generum,  ut 
supra  ostendimus.  cuius  etiam  simplex  in  usu  invenitur  trium  generum. 
Naevius  in  carmine  Belli  Punici  II: 


Type  A:     lamque  eius  mentem  fortuna  fecerat  quietem.   :  Part  I,  §i. 
.     A-G    A-   A-  G  !A-A-G°||A-O-G|A-A-G 

§12.     Macrobius,  Saturnal.  VI.  5.  9:  Silvicolae  Fauni.    Naevius  Belli 
Punici  libro  primo  : 

i~»w       J.lw'wJ.Hii^lAij. 

Type  a:    Silvicolae  homines  bellique  inertes.  :  Part  I.  §41. 

A  -  A  -    G  |     A  -  G  i|  A-A-G  |  A-A-G 

§13.     Nonius,  De  Varia  Signif.  Serm.  I.  537,  on  liquerit  for  reliquerit: 
Naevius  Belli  Poenici  lib.  I: 


Type  I:    Blande  et  docte  percontat  Aenea  quo  pacto    :  Part  I,  §13. 
A-  G  A-  A-G|  A-A  -  G||  A-A-G|  A  -  A-G 


J.       c/        i      .A.       i   w    A 


Type  G:    Troiam  urbem  liquerit.  :  Part  I,  §10. 

A  -  G   A-G°|A-O-G!| 

§14.     Nonius  I.  16  5,  on  gr atulariior  gr alias  agere:  Naevius  Belli  Punici 
lib.  I: 

±,         L         *      L      *         1       1         J.     l|    i    w   J.  |  J,   J.      i 

Type  A:    Manusque  susum  ad  caelum  sustulit  suas  rex      :  Part  I,  §i. 
A-A-G  A-G  |A-A-G°||A-O-G|A-G-A 

vliw^liiolliw-i^j         .         .         . 

TypeF:    Amulius  divisque  gratulabatur.     .      .      .       :  Part  I,  §9. 
A-A-O-GI  A-A-G0 1| A-0-0-A-G1     .     .     . 

§15.     Nonius  I.  290,  on  the  noun  castus:  Naevius  carmine  Belli  Punici: 

1     ±j.|±iA||±ij.|ij. 

Type  a:    Res  divas  e dicit  praedicit  castus.  :  Part  I,  §41. 

A- A- G| A-A-G |!   A- A-G |  A-G 
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§16.  Priscian,  Keil  II.  232,  on  puer  feminine:  Naevius  in  II  Belli 
Punici : 

Type  G:     Prima  incedit  Cereris  Proserpina  puer.          :  Part  I,  §10. 
A-G  A-A-G|    A  -  G  j  A-A-O-G  | A-G 

§17.  Macrobius  VI.  5.  8:  Quam  pius  arquitenens.  Hoc  epitheto  usus 
est  Naevius  Belli  Punici  libro  secundo: 

A   i   O       i      .l.|J,l.«.||is,o|iw'w.l. 

•Type  A:    Deinde  pollens  sagittis  inclitus  arquitenens       :  Part  I,  §i. 
A-A-G    A-  G  |A-A-G°|  A-O-G|  A  -A-G 

1        i        O  i         -S.I         1        JL-S-JlwolAi-S. 

Type  A:     Sanctusque  Delphis  prognatus  Pythius  Apollo.   :  Part  I,  §i. 
A-A-G    A-G|     A-A-G°||A-O-G|A-A-G 

§18.  Festus,  p.  320  Mueller:  Sagmina  dicebant  herbas  verbenas,  quia 
ex  loco  sancto  arcebantur  legatis  proficiscentibus  ad  foedus  faciendum 
bellumque  indicendum,  vel  a  sanciendo,  id  est  confirmando.  Naevius: 


Type  A:     Scopas  atque  verbenas  sagmina  sumpserunt.      :  Part  I,  §i. 
A-G  A- G  | A-A-G0  || A- O-Gj  A-A-G 

§19.     Charisius,KeilI.  128:  Exerciti:  Gn.  Naevius  Belli  Punici  libro  I: 

||    i  w  JL|    1     w'w  ^ 

Type  A:  Manius  Valerius  :  Part  I,  §i. 

HA-O-GI  A-A-G 

1      ^         i       ojiiv^|l>i,      i^_wi      ^.       |      1   ^       . 

Type  H:     Consul  partem  exerciti  in  expeditionem  ducit. 
A-G     A  -  G  |  A-A-O-G  ||  A  -  A-  O-  O-O-A  -  G   |  A-G 

:  Parti,  §12. 

§20.    Nonius  I.  126:  Concinnare,  conficere  vel  colligere.     Naevius 
Belli  Poenici  lib.  IV: 

i    *    w*v*;|jL.l»-iiiiw.  *tlw.t 

Type  I:    Transit  Melitam  Roman  us  exercitus  insulam  :  Part  I,  §13. 
A-G      A-G    |  A- A-G  H  A-A-O-G0 1 A-O-G 
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1^0  ±J.jw'wij.||ij.          A  i    W    O.     I       i       ±        A 

TypeZ:     Integram  urit  populatur  vastat  rem  hostium  concinnat. 
A-O-G     A-G      A-A-GIIA-G    A-   A-O-G     A-A-G 

:  Part  I,  §39. 

§21.     Festus,  p.  317  Mueller,  on  stuprum  pro  turpitudine,  quotes  Nae- 


vus: 


TypeS:    Sin  illos  deserant  fortissimos  viros,  :  Parti,  §25. 

A-  A-G°   A-O-G   A-A-O-G    A-G 


J.  >/          •  wwjs/w-  -1. 

I  II  ~~  I 

Type  N:    Magnum  stuprum  populo  fieri   per  gentes. 
A-G      A-G     |     A-G||    A-G|A-A-G 

:  Part  I,  §22. 
§22.    Festus,  ibid.:  Naevius: 

II     o^lAiolliw^l^i^ 

TypeA:    Seseque    ei    perire  mavolunt  ibidem     :  Parti,  §i. 
A-A-G    A-G  |  A-A-G0  1|  A-O-G   j  A-A-G 

1  •          1     *'l!r   '1  *H  1    4*|w*w  1  J 

"I  II  ~~  I 

Type  I:    Quamcum  stupro  re  dire  ad  suos  populares.  :  Parti,  §13. 
A-G      A-G|A-A-G||A-A-G|    A-A-G 

§23.     Nonius  II.  76,  on  auspicare  for  auspicari:  Naevius  Belli  Poenici 
lib.  IV: 

xL     -1.  J.     O    |     J.      w  '  w     -1.        |      -L        w     >i»     |       -L      w  '  w     J- 

TypeA:    Virum  praetor  adveniens  auspicat  auspicium. 
A-G      A-G  |  A  -  A  -  G°  ||  A  -  O-G  |  A-A-G 

:  Parti,  §i. 

• 

§24.    Nonius  I.  104:  Atrox,  crudum.    Naevius  Belli  Poenici  lib.  Ill: 

w  '  w     \!/    —     w  O  |      —w'v^JL          -!.      \i/  I  w'  w    —      1  JL 

Type  M:    Simul  atrocia  proicerent  exta  ministratores. 
A  -  A  A-O-G|  A-A-G  ||  A-G°|    A  -  O-A-G 

:  Part  I,  §20. 

§25.     Nonius  I.  134,  on  danunt  for  dant  :  Naevius  Belli  Poenici  lib.  IV: 

vi,^        1        *      I    1       iw        J.     Jl     A        ^         I     .        .        . 

TypeM:     Earn  carnem  vie  torib  us  danunt    .    .    .    :  Parti,  §20. 
A-G  A-G   I  A-A-O-G  ||  A-G     I  . 
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§26.     Nonius  I.  269:  Vicissatim,  per  vices.    Naevius  Belli  Poenici  lib. 
IV: 

™""~  ™       *" "    I      "" •      ~  "'II 

TypeX:    Vicissatim  volvi  victoriam      

A  -A-G       A-G  |  A-A-O-G    || 

:  Part  I,  §36. 

§27.    Nonius  I.  518:  Ilico,  in  eo  loco.     Naevius  Belli  Poenici  lib.  VI: 

±      W       J.  W  *  ^          ^          I     i       1*       ||  ±    W    J.    I  A      JL 

Type  N:     Septimum  decimum  annum  il  i  co  sedent.  :  Parti, §22. 

A-O-G        A  -  G    |  A- G° || A-O-G | A-G 

§28.     Nonius  I,  417,  on  censere  for  existimare,  arbitrari :  Naevius  Belli 
Poenici  lib.  VI: 

±0>t-S.|ilo||.Lw-l.|li 

Type  V:     Censet   eo   venturum  obviam  Poenum.    :  Part  I,  §28. 
A-G  A-G |  A-A-G0  ||  A-O-G    |    A-G 

§28.     Nonius  II.  164,  on  superbiter:  Naevius  Belli  Poenici  lib.  VI: 

•I         L         W       -1.      |      i        i  -1.        ||       1          WJ-|w»wi        J. 

TypeD:     Superbiter  contemptim  conterit  legiones. 
A-A-O-G  |  A-A -G°  II    A-O-G|     A-A-G 

:  Part  I,  §5. 

§29.    Nonius  1. 3 14,  on  the  masculine  plural  loci :  Naevius  Belli  Poenici 
lib.  Ill: 

TypeX:     Convenit  regnum  simul  atque  locos  ut  haberent. 
A-A-G    A-G    |     A  -    A-G  ||  A-G  |     A  -  A-G 

:  Part  I,  §36. 

§30.     Nonius  II.  86,  on  pacisco:  Naevius  Belli  Poenici  lib.  VII: 

I  I  .  II  I  .  ,  II 


Type  S:     Reconciliat  captivos  plurimos  idem,       :  Part  I,  §25. 
A    -    A-G  |  A-A-G1  A-O-G  |  A-G 

w'^wi        JL     |       iivl/lll        W       -1.       |    i  i         J. 

TypeD:     Sicilienses  paciscit    obsides  ut  reddant.  :  Part  I,  §5. 
A-O-A-G  |  A-A-G1  A-O-G  I A  -A-G 
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§31.     Festus,  p.  352  Mueller:  Topper,  citius:  Sic  C.  Naevii: 

ij.ij.|J/ij.||±       j.    |     I    i  j. 

Type  M:     Topper  saevi  capesset  flammam  Volcani.  :  Parti,  §20. 
A-G    A-G|  A-A-G  II  A  -  G  |    A-A-G 

§32.  Priscian  VI.  47:  Invenitur  tamen  etiam  simplex  decor  decoris 
paenultima  correpta  apud  vetustissimos,  quando  pro  decorus  decora  deco- 
rum accipitur.  Naevius  in  carmine  Belli  Punici: 

11     c,     >«,   .s.    |  w  •  w    i      »  1 1  j.  I  i,  £    * 

Type  M :     Magnamque  domum  decoremque  ditem  v e x a r a n t. 
A- A  -  G    A-G    |    A  -  A  -  G   ||  A-G!  A-A-G 

:  Parti,  §20. 

§33.  Isidorus  Hispalensis,  De  Natura  Rerum  44:  Flustra  sunt  motus 
maris  sine  tempestate  fluctuantis.  Naevius  in  Bello  Poenico  sic  ait: 

TypeD:    Onerariae  onustae  stabant  in  flustris.     :  Part  I,  §5. 
A-A-O-G  |  A-A- G||   A-G   |   A-A-G 

§34.  Aelius  Donatus,  In  Terent.  Andriam  I.  i.  28,  on  plerique  omnes : 
Naevius  in  Bello  Punico: 


,  -1. 


Type  I:     Plerique  omnes  subiguntur  sub  unum  i  u  d  i  c  i  u  m . 
A-A-G     A  -  G  |    A  -  A  -  G  ||  A  -  A-G   |  A  -  A  -  G 

:  Part  I,  §13. 

§35.     Festus,  Epitome,  323  Mueller:  Sardare,  intellegere.     Naevius: 

1         1-s-jl       >t    J.  !|    i        1    o|    1    i 

Type  F:    Quod  bruti  nee  satis  sardare  queunt.        :  Part  I,  §9. 
A  -  A-G|  A  -  A-G  ||  A  -  A-G|  A-G 

§36.  Priscian,  Keil  II.  152 :  Acer  et  alacer  et  saluber  et  celeber,  quam- 
vis  acris.et  alacris  plerumque  faciant  et  salubris  et  Celebris  feminina,  in 
utraque  tamen  terminatione  communis  etiam  generis  inveniuntur  pro- 
lata.  .  .  •.  Naevius  in  carmine  Belli  Punici: 

^.1.1^111^111     ~    j. 

I  " 

Type  A:    Fames  acer  augescit  hostibus         .     .     .      :  Parti,  §i. 
A-G  A-G  I  A-A-G0 1|  A-O-G  I 
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§37.     Festus,  Epitome,  271  Mueller:  Rumitant,  rumigerantur.     Nae- 
vius: 

|  II    ^  ™  *"" 

Type  D :    Simul    alius   aliunde  rumitant  inter  sese. 
A         A-G   |    A- A-G1A-O-G  |A-G  A-G 

:  Part  I,  §5. 

§38.     Nonius  I.  319:  Metus  masculino  Naevius: 

i  .a.     lj.|v!/ij.!|l    wo|iij. 

Type  A:     Magni  metus  tumultus  pec  tor  a  possidit.        :  Part  I,  §i. 
A-G    A-G|  A-A-G1  A-O-G|  A-A-G 

§39.     Festus  257,  on  quianam  for  quare,  quotes  Naevius  in  Satyra: 

w'w          .±.  I        ±         ±         WJLllw'wJ.jw's/ij. 

Type  W:    Quianam  Saturnium  populum  pepulisti? 

A-G     |  A-A-O-G  II    A-G  |     A-A-G 

:  Part  I,  §32. 

§40.     Macrobius  VI.  5.  8,  on  quam  pius  arquitenens,  quotes  Naevius: 

1         1   |    1    w  '  w    J.     ||   J/     1       J.    I     1      J.        w'w 

Type  P:     Cum  tu  arquitenens  sagittis  pollens  dea. 

A  -  A|  A- A-G  ||  A-A-G  |  A-G   -   A 

:  Part  I,  §22. 

§41.    Varro,  De  Lingua  Latina  VII.  39:  Apud  Naevium: 

1       O  Aj.|w'^J.||>ti^  ±     J.       I     A        J. 

TypeO:    Atque  prius  pariet  locusta  Lucam  bovem. 
A-G     A-G|     A-GHA-A-G     A-G  |  A-G 

:  Parti,  §22. 

§42.     Macrobius  VI.  i.  37:  Ergo  iter  inceptum  peragunt  rumore  se- 
cundo.    Naevius  in  libro  quinto : 

w's^J.  ^•wi|^io||iio|vliJ. 

Type  I:    Redeunt,  referunt  petita  rumore  secundo. 
A-G        A-G     |  A-A-G||A-A-G|A-A-G 

:  Part  I,  §13. 
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§43.     Festus,  p.  145  Mueller:  Moene  singulariter  dixit  Naevius: 

W  '   ^         i        W  »   W      vi,        I    i          i          A    ||      i      w       JL       I       i  i      O 

Type  A:    Apud  emporium  in  campo  hostium  pro  moene. 
A  -  A      A-G   |A-A-G°||  A-O-G  |  A    -  A-G 

:  Parti,  §i. 

§44.  Aulus  Gellius,  Nodes  Atticae  I.  24:  Trium  poetarum  inlustrium 
epigrammata,  Cn.  Naevii,  Plauti,  M.  Pacuvii,  quae  ipsi  fecerunt  et  inci- 
denda  sepulcro  suo  reliquerunt  nobilitatis  eorum  gratia  et  venustatis 
scribenda  in  his  commentariis  esse  duxi.  Epigramma  Naevii  plenum 
superbiae  Campanae,  quod  testimonium  esse  iustum  potuisset,  nisi  ab 
ipso  dictum  esset : 

Type  F:     Immortales  mortales  si  for  et  fas  fie  re,         :  Part  I,  §9. 
A-O-A-G]  A-A-G || A- A-G  |  A  -A-G 

Type  A:     Flerent  divae  Camenae  Naevium  poeta  m:     :  Part  I,  §i. 
A-G*  A-G  |  A-A-G1   A-O-G|A-A-G 

w  •  w     *         1       *      |  "I      1    a.  B   1    w    *    |     1  1  * 
Type  A:     Itaque  postquam  est  Orchi   traditus  thesauro, 
A-G      A-G     |  A-A-G1  A-O-G   I    A-A-G 

:  Parti,  §i. 

i     1    ^  i     i  i    4.  1  x*'w.    .•.     1    *    j   &   1  A 

Type  B :     O  b  1  i  t  i  sunt  Romae  1  o  q  u  i  e  r  lingua  L  a  t  i  n  a . 
A-A-G|  A    -    A-G  ||     A  -G   A-G  |  A-A-G 

:  Part  I,  §3. 

It  would  have  been  too  much  to  expect  of  an  Aulus  Gellius  to  do  more 
homage  to  the  noble  fervor  and  prophetic  insight  of  this  proud  protest 
against  the  taking  off  of  tripudic  truth  at  the  ruthless  hands  of  the  hel- 
lenomaniacs.  Let  us  at  least  be  thankful  that  the  otiose  pedant  has 
transmitted  to  us  the  precious  little  monument,  which  will  stand  for  all 
time  as  the  first  and  final  rebuke  of  the  scientific  dishonesty  and  intel- 
lectual snobbery  of  accentual  and  rhythmic  theory  from  Marcus  Cicero 
to  Caesius  Bassus.  The  sincere  scholar  and  brave  poet,  who  penned  it, 
saw  in  the  rampant  propagandism  of  his  time  the  triumphant  prostitu- 
tion of  the  genius  of  his  native  Muse,  and  his  grandly  simple  and  pathetic 
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words  ring  now  upon  our  ears  like  an  inspired  forecast  of  the  2000  years 
of  error  and  confusion  in  philology,  which  have  been  the  wages  of  hel- 
lenizing  pragmatism. 

IV.  The  Pseudo-Saturnian  of  Caesius  Bassus  and  his  Victims. — 
When  Caesius  Bassus,  poetaster,  dilettante  philologian,  and  courtier  of 
Nero,  set  himself  to  his  sensational  task  of  hellenizing  tripudic  truth  in 
the  rhythm  of  verse,  as  Cicero  in  his  Orator  had  attempted  for  the  rhythm 
of  prose,  he  had  at  hand  the  familiar  tools  of  all  metrical  and  rhythmical 
mountebanks,  the  Greek  verse-beat  and  a  parade  of  Greek  Gewahrsman- 
ner,  or  as  Persius  would  say,  his  pollex  honestus  and  his  numeri.  Experi- 
ence had  abundantly  demonstrated  that  by  these  means  any  theory  could 
be  set  a-going.  Rufinus  Antiochensis  gives  us  a  significant  peep  into  his 
workshop,  where  our  artist  is  performing  one  of  his  favorite  tricks  for  the 
benefit  of  his  imperial  patron,  himself  an  artist  of  no  small  note.  It  is 
interesting  to  observe,  too,  that  it  is  the  iambic  foot,  ever  commodus  et 
patiens,  which  serves  his  purpose  here, as  in  his  Saturnien  fraud:  Rufinus, 
Keil  VI.  555:  Bassus  ad  Neronem  de  iambico  sic  dicit,  'lambicus  au- 
tem,  cum  pedes  etiam  dactylici  generis  adsumat,  desinit  iambicus  videri, 
nisi  percussione  ita  modera veris,  ut,  cum  pedem  supplodes,  iambum  f erias ; 
ideoque  ilia  loca  percussionis  non  recipiunt  alium  quam  iambum  et  ei 
parem  tribrachyn,  aut  alterius  exhibuerint  metri  speciem.  quod  dico 
exemplo  faciam  illustrius.  est  in  Eunucho  Terentii  statim  in  prima 
pagina  hie  versus  trimetrus, 

Exclusit,  revocat,  redeam?    non,  si  me  obsecret. 

hunc  incipe  ferire,  videberis  heroum  habere  inter  manus:  ad  summam 
paucis  syllabis  in  postremo  mutatis  totus  erit  herous, 

Exclusit,  revocat,  redeam?    nun,  si  mea  fiat, 
ponam  dubium  secundo  loco  pedem,  quo  propius  accedam, 
Heros  Atrides  caelitum  tester  fidem.' 

Here  we  have  laid  bare  the  original  sin  of  Hellenizing  pragmatism,  the 
fraud  of  the  Greek  verse-beat, — 

Ille  dies  primus  leti  primusque  malorum 
Causa  fuit! 

Let  us  follow  the  dismal  story  through  its  first  memorable  episode,  the 
quantitative  Satumian  of  Bassus  and  his  dupes:  Nothing  was  easier  for 
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this  scientific  fake  than  to  complete  the  work  of  hellenizing  pragmatism 
by  adding  to  Cicero's  hellenization  of  the  true  tripudic  doctrine  of  the 
rhythm  of  prose  his  own  hellenization  of  the  true  tripudic  doctrine  of  the 
rhythm  of  verse.  Accordingly,  he  launches  with  brazen  confidence  his 
hitherto  undreamed-of  propagandism,  which  meant  nothing  more  nor 
less  than  the  hellenization  of  the  very  truth  of  history:  Caesius  Bassus, 
Keil  VI.  265:  De  Saturnio  versu  dicendum  est,  quern  nostri  existima- 
verunt  proprium  esse  Italicae  regionis,  sed  falluntur.  a  Graecis  enim 
varie  et  multis  modis  tractatus  est,  non  solum  a  comicis,  sed  etiam  a 
tragicis.  nostri  autem  antiqui,  ut  vere  dicam  quod  apparet,  usi  sunt  eo 
non  observata  lege,  nee  uno  genere  custodito,  ut  inter  se  consentiant  ver- 
sus, sed  praeterquam  quod  durissimos  fecerunt,  etiam  alios  breviores, 
alios  longiores  inseruerunt,  ut  vix  invenerim  apud  Naevium,  quos  pro 
exemplo  ponerem.  Apud  Euripidem  et  Callimachum  et  quosdam  anti- 
quae  comoediae  scriptores  tale  inveni  genus, 

Turdis  edacibus  dolos  comparas  amice; 

(In  this  and  the  following  improvisation  our  artist  seems  to  have  in  mind 
his  own  redoubtable  self  and  his  gullible  constituency !) 
apud  Archilochum  tale, 

Quern,  non  rationis  egentem  vicit  Archimedes, 
et  tertium  genus. 

Consulto  producit  eum  quo  sit  impudentior. 

(Perhaps  he  recalls  to  mind  the  very  protest  of  the  Epigramma  Naeviil) 
Apud  nostros  autem  in  tabulis  antiquis,  quas  triumphaturi  duces  in 
Capitolio  figebant  victoriaeque  suae  titulum  Saturniis  versibus  prose- 
quebantur,  talia  repperi  exempla:  ex  Regilli  tabula 

Duello  magno  dirimendo  regibus  subigendis, 
qui  est  subsimilis  ei  quern  paulo  ante  posui, 

Consulto  producit  eum  quo  sit  impudentior; 
in  Acilii  Glabrionis  tabula 

Fundit  fugat  prosternit  maximas  legiones. 
apud  Naevium  poetam  hos  repperi  idoneos, 
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Ferunt  pulchros  crateras  aureas  lepistas, 
et  alio  loco 

Novem  lovis  Concordes  filiae  sorores. 

sed  ex  his  omnibus,  qui  sunt  asperrimi  et  ad  demonstrandum  minime 
accommodati,  optimus  est  quern  Metelli  proposuerunt  de  Naevio  aliquo- 
tiens  ab  eo  versu  lacessiti, 

Malum  dabunt  Metelli  Naevio  poetae. 

hie  enim  Saturnius  constat  ex  hipponactei  quadra ti  iambici  posteriore 
commate  et  phallico  metro.  Hipponactei  quadrati  exemplum 

Quid  immerentibus  noces,  quid  invides  amicis? 

(Every  improvisation  involves  a  brazen  jest  at  his  own  infamy,  for  the 
amusement  doubtless  of  Persius  and  the  rest  of  the  clique!) 
nam  'malum  dabunt  Metelli'  simile  est  illi,  'quid  invides  amicis,'  cui  de- 
tracta  syllaba  prima  facit  phallicon  metrum, 'invides  amicis.'  exquibus 
compositus  est  hie  Saturnius,  ut  sit  par  huic, 

Quid  invides  amicis,  invides  amicis, 
hoc  modo, 

Malum  dabunt  Metelli  Naevio  poetae. 

Thus  the  curse  of  the  Metelli  wreaks  its  ideal  fulfilment  at  the  hands  of 
a  degenerate  posterity,  and  the  prophecy  of  the  old  bard  is  more  bitterly 
confirmed  than  he  himself  could  well  have  dreamed: 

Itaque  postquam  est  Orchi  traditus  thesauro, 
Obliti  sunt  Romae  loquier  lingua  Latina ! 

And  how  has  it  all  been  accomplished?  We  can  make  the  mountebank 
tell  us  himself  by  paraphrasing  his  own  confession  to  Nero:  Rufinus, 
Keil  VI.  555:  Tripudium  autem,  cum  pedes  etiam  iambici  generis  ad- 
sumat,  desinit  tripudium  videri,  nisi  percussione  ita  moderaveris,  ut, 
cum  pedem  supplodes,  tripudium  ferias!  And  his  young  chum  and 
fellow-criminal  Persius  completes  the  expose  in  his  letter  of  sly  con- 
gratulation, Sat.  VI.  3-6: 

Mire  opifex  numeris  veterum  primordia  vocum 
Atque  marem  strepitum  fidis  intendisse  Latinae, 
Mox  iuvenes  agitare  iocis  et  pollice  honesto 
Egregius  lusisse  senes ! 
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'Marvelous  craftsman  to  have  stretched  upon  the  rack  of  hellenizing  or- 
thodoxy the  primordially  ancient  utterances  and  e'en  the  virile  drumbeat 
of  the  Latin  lyre,  and  presently  to  busy  the  young  with  thy  jests,  and 
peerless  with  thy  honest-seeming  thumbstroke  to  dupe  successfully  the 
old!' 

It  requires  no  learned  exegesis  to  point  out,  that  the  'veterum  primordia 
vocum  atque  marem  strepitum  fidis  Latinae'  means  'the  Saturnian  verse 
a~d  tripudic  rhythm,'  the  'mox  iuvenes  agitare  iocis'  'pedagogic  propa- 
gandism,'  and  the  'pollice  honesto'  'the  fraud  of  the  Greek  verse-beat,' 
fraus  fallendi  versuta  opifex.  And  this  is  the  rotten  foundation  of  our 
modern  theory  of  European  accentual  rhythm,  including  also  Old-Keltic; 
cf.  Zeuss,  Grammatica  Cellica  II.  915,  and  Zimmer,  Kelt.  Stud.  II.  162. 

When  we  turn  now  to  examine  the  examples  adduced  or  manufactured 
by  Caesius  Bassus,  it  is  important  to  make  clear  to  ourselves  that  every 
Latin  verse,  like  every  Keltic  and  indeed  every  other  European  accentual 
rhythm,  is  eo  ipso  Saturnian  in  fact  or  in  origin.  Consequently,  we  shall 
not  be  surprised  to  find  regelrechte  Saturnians  everywhere.  The  only 
thing  that  requires  watching  from  Caesius  Bassus  to  Leo,  Wilhelm  Meyer 
(aus  Speyer),  and  Zimmer  is  the  manipulation  of  the  pollex  honestus, 
which  we  will  indicate  by  the  vertical  strokes  over  the  tripudic  nota- 
tion below  the  verse: 

i^vLiw^j        A    J.     II     ±         w   .S.    I  >!,        1     O 

Type  N:    Turdis  edacibus    dolos  comparas  amice. 
tit  tit  t 

A-G  A-A-O-G  |    A-G°II  A-O-G|A-A-G 

:  Part  I,  §22. 

1  1        ~  »  W    1      *      |   J,       i  ^         ||      1      O     I    1  W        1       ^ 

TypeM:    Quern  non  rat  ion  is   egentem  vicit  Archimedes. 
i  t  t  tit 

A-  A      A-A-G  |A-A  -  G    ||  A-G°|A   -  O-A-G 

:  Part  I,  §20. 

i        i     ij      ±         i^Hvl^         1  C,      I     i        w     i     w   .*. 

TypeB:    Consulto  producit  eum  quo    sit    impudentior. 
ttt  t  it 

A  -  A  -G|   A  -  A  -  G  ||  A-G    A  -  G°|  A  -  O  -A-O-G 

:  Part  I,  §3. 


NAEVIUS  AND  THE  LATER  ITALIC  TRADITION  23 


Type  A:    Duello  magno  dirimendo    regibus  subigendis. 
i«  i  i         i  ( 

A-G    A-Gl    A  -  A  -  G°||  A-O-G  |     A-A-G 

:  Parti,  §i. 

When  our 'artist' brings  forward  as  here,  and  in  the  four  following 
examples,  the  genuine  coin,  his  forgeries  appear  more  glaringly. 

1        JL.        v!/i|        i      i      j.    ||      i    w     J.       w'wij. 

Type  A:     Fundit  fug  at  prosternit   maximas  legiones. 
»i  ill  I 

A-G    A-G  |    A-A-G1   A-O-Gj    A-A-G 

:  Part  I,  §i. 


Type  A:    Ferunt  pulchros  crateras  aureas  lepistas. 
i  I  i  «         i  i 

A-G        A  -  G  I     A-A-G1  A-O-G  |  A-A-G 

:  Parti,  §i. 


Type  A:    Novem  lovis  Concordes  filiae  sorores.    :  Part  I,  §i. 
i  i  iiii 

A-G     A-G  !  A-A-G°||A-O-G|  A-A-G 

<l     A  J/     A        I  vt      1       J.  ||         i         w   .i.  j     vt    1    .1. 

Type  A:    Malum  dabunt  Metelli   Naevio  poetae. 
ii  i  i          i          i 

A-G       A-G    |      A-A-G0 II     A-O-G|A-A-G 

:  Parti,  §i. 

With  these  five  genuine  Saturnians  compare  now  the  two  final  prod- 
ucts of  Bassus'  work-shop,  and  the  marks  of  the  counterfeit  will 
stand  out  in  clear  relief: 


x  -w.W-^'J.\/ 

TypeU:    Quid  immerentibus  noces,  quid  invides  amicis? 
(ii  i  ill 

A  -  A-0-A-O-G  |  A-G  ||  A  -  A-O-G  |  A-A-G 

:  Part  I,  §27. 


24  THE  LITERARY  SATURNIAN 


TypeD:     Quid  invides  amicis,  invides  amicis?  :  Parti,  §5. 

I         t  I  I  (  ! 

A  -  A-O-G  |  A-A-G||A-O-G  j  A-A-G 

Thus  the  hellenizing  pragmatism  of  Tyrannic,  Varro,  Cicero  and  Atticus 
has  borne  its  natural  fruit  in  the  hellenizing  fraud  of  Caesius  Bassus,  — 
a  genealogy  fraught  with  philosophical  as  well  as  philological  edification. 
It  should  not  be  supposed  that  Bassus  imagined  he  could  hocus-pocus 
the  tripudium  itself  out  of  the  sphere  of  historical  reality.  With  every 
attribute  of  the  flippant  scientific  knave,  he  was  not  a  thoroughgoing  fool. 
He  knew  like  every  one  else  that  the  tripudic  principle  was  universal  in 
Latin  rhythm,  for  he  used  it  himself  in  his  wretched  verses,  —  Priscian, 
Keil  IT.  527,  Bassus  in  II  Lyricorum: 

i  W«  w  J.  |    1      *     I  w  «  w  i    J.      i    w    o   I  i  o 

TypeY:     Calliope  princeps  sapienti  psallerat  ore. 
•  »  i  I  (  i 

A-A-GIA-G    ||    A-A-G0  A-O-G  |A-G 

:  Parti,  §38; 

His  fraud  aimed  at  nothing  more  than  the  silly  hoax  that  the  Saturnian 
verse  was  like  all  subsequent  Latin  verse  modulated  to  the  Greek  verse- 
beat,  and  that  therefore  all  Latin  rhythm  of  verse  was  of  Hellenic  origin. 
His  sordid  soul,  bent  on  pedagogic  capital,  was  not  concerned  about  the 
historical  reductio  ad  absurdum  of  his  craftsmanship,  that  the  native  Latin 
tripudic  rhythm,  which  reigned  everywhere,  should  exist  per  se  nowhere. 
In  a  word,  his  contemptible  tale  is  completely  told  in  his  own  flippant 
apostrophes  to  himself,  in  which  he  provides  on  the  one  hand  cheap 
amusement  for  his  Neronian  clique,  and  on  the  other  pedagogical  pabu- 
lum for  his  unsuspecting  disciples  (mox  iuvenes  agitare  iocis): 

Turdis  edacibus  dolos  comparas  amice:     he  means,  for  his  pupils. 

Quern  non  rationis  egentem  vicit  Archimedes:    he  has  in  mind  some 

such    victim   as 
Leo. 

Consulto  producit  eum  quo  sit  impudentior:    he  alludes  to  his  brazen 

use  of  Naevius. 
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Quid  immerentibus  noces,  quid  invides  amicis?   :  he  thinks  again  of 

his  innocent  con- 
stituency. 

Quid  invides  amicis,  invides  amicis?  :  and  finally  rolls  his  infamy  under 

his  tongue! 

Having  contemplated  sufficiently  the  visage  of  this  founder  of  our 
modern  theory  of  accentual  rhythm  without  his  mask,  let  us  follow  the 
sequel  of  our  Saturnian  tradition:  The  imposture,  which  Bassus  was 
able  successfully  to  perpetrate,  is  full  of  scientific  significance  in  the  evo- 
lution of  European  accentual  rhythm,  because  it  signalizes  the  perfect 
wedding  of  the  Italico-Keltic  tripudic  principle  of  rhythm  to  the  Hel- 
lenic verse-beat.  It  presupposes  with  absolute  logical  certainty  the  rip- 
ened birth  of  modern  accentual  rhythm,  in  which  the  primordial  tripudic 
principle  of  accentual  contrast  has  become  so  perfectly  modulated  in  the 
normal  ear  to  the  victorious  Hellenic  verse-beat,  that  the  quantitative 
principle,  which  was  the  sine  qua  non  of  Hellenic  quantitative  rhythm, 
but  never  more  than  an  artificial  badge  of  hellenization  in  Latin  tripudic 
rhythm,  is  now  an  obviously  superfluous  and  outworn  fashion  of  the  per- 
fectly hellenized  tripudium.  Henceforth  it  is  the  natural,  unaided  tri- 
pudic modulation,  which  must  reproduce  the  Greek  verse-beat  to  the 
normal,  unsophisticated  ear,  and  no  longer  the  purely  artificial  and  exotic 
convention  of  quantitative  structure  alone.  Consequently,  we  shall 
henceforth  have  three  distinct  aspects  of  tripudic  rhythm  to  take  account 
of,  instead  of  only  two: 

I.  Modulatio  rustica,  or  pure  tripudic  rhythm. 

II.  Modulatio  docta  cum  ratione,  or  tripudic  rhythm  with  artificially 
superadded  Greek  verse-beat  and  quantity. 

III.  Modulatio  docta  sine  ratione,  or  tripudic  rhythm  so  perfectly 
modulated  to  the  Greek  verse-beat  as  to  become  entirely  indifferent  to 
the  quantitative  badge,  which  becomes  therefore  itself  purely  optional. 

In  this  third  stage  of  the  evolution  of  tripudic  rhythm,  which  makes 
its  first  conspicuous  appearance  in  the  rhythmic  practice  of  Caesius  Bas- 
sus, we  recognize  the  birth  of  modern  European  accentual  rhythm,  which 
consists  in  the  complete  modulation  of  the  Italico-Keltic  tripudium  to 
the  Greek  verse-beat.  The  ratio  metrica,  or  quantitative  determination 
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of  the  adopted  verse-beat  is  now  no  longer  necessary,  because  by  the 
exclusion  of  the  O-ictus  and  1he  more  guarded  use  of  the  procatalectic 
•        i 

ictus  (A-A-G)  the  tripudium  itself  becomes  naturally  modulated  to  the 
Greek  verse-beat.  The  maintenance  of  quantity  marks  the  conservatism 
of  the  classic  tradition,  indifference  to  quantity  the  thoroughgoing  asser- 
tion of  the  purely  accentual  principle,  which  today  dominates  European 
rhythm.  Thus  the  modulatio  docta  sine  ratione  necessaria  assumes  at 
once  in  the  new  art  two  phases,  the  quantitative  (metrwri)  and  the  non- 
quantitative  (rhythmns],  which  appear  side  by  side  throughout  our  sub- 
sequent grammatical  tradition.  The  pure  tripudic  rhythm  becomes  now 
differentiated  as  rhythmus  rusticus. 

Already  in  the  second  century  after  Christ  the  memory  of  the  old  tri- 
pudic modulation  per  se  is  faded,  and  the  fraud  of  Caesius  Bassus  begins 
its  triumphant  progress  down  the  ages.  Terentianus  Maurus  is  prepared 
to  show  us  how  much  more  perfectly  he  can  grind  out  Saturnians  by  the 
dozen,  than  ever  the  great  master  had  done.  And  the  whole  secret  is 
the  Caesius  Bassus  receipt:  Keil,  VI.  399, 

i.  i  .. 


Type  T:    Aptum  videlur  esse  nunc  hoc  loco  monere,     :  Part  I,  §26. 
ill  lit 

A-G    A-A-G  lA-GII   A-  A    A-G|  A-A-G 


TypeG:    Quae  sit  figura  versus  quern  credidit  vetustas, 
ill  ill 


A  -  A  A-A-G|  A-G  II     A   -   A-0-G|  A-A-G 


Parti,  §10. 


TypeF:    Tamquam  Italis  repertum,  Saturnium  vocandum. 
ill  lit 


A 


A-O-G|A-A-G   HA-A-O-G 


A-A-G 

:  Parti,  §9. 


i   -I  i  A. 


i    i 


TypeY:    Sed  est  origo  Grace?,  illique  metron  istud 
ill  i  ii 


A-AA-A-G]     A-GHA-A-G      A-G  |  A-G 


:  Part  I,  §38. 
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Type  R:     Certo  modo  dederurt;  nostrique  mox  poetae  :  Part  I,  §24. 
ill  i  II 

A-G  A-G  I  A-A-G    ||  A-A-G      A-AlA-G 


TypeR:    Rudem  sonum  secuti,  ut  quemque  res  ferebat, 
ill  ill 

A-G     A-G    I  A- A- G||  A-A-G     A-AJA-G 

:  Part  I,  §24. 

TypeB:     Sic  disparis   figurae  versus  vagos  locabant.     :  Parti,  §3. 
ill  i  II 

A  -  A-O-G|  A-A-G ||  A-G    A-G|  A-A-G 

1     1  w  j.  |    A  i   JL      ||    i  1  *  i  o  |  i  j. 

Type  B :    Post  rectius  probatum  est,  ut  tale  colon  esset       :  Part  I,  §3. 
ill  ill 

A  -  A-O-G|  A-A-G     ||    A-A-G  A-G |  A-G 

1      -i.      ^  j.  I  A    i  j. 

Type  A:    lunctum  tribus  trochaeis,  :  Part  I,  §i. 

i  i  i 

A-G     A-G  |  A- A-G 


— _       —       ^^     -1.          ^y     ••!      •£•   II       i—  ^/ 


Type  I:    Ut  si  vocet  Camenas  quis  novem  sorores.     :  Part  I,  §13. 
II  i  i  II 

A-  A  A-G  1  A-A-G  ||   A  -  A-G  |  A-A-G 

i  i  W    J.  |     A     i     J.       ||       i          A       i          I      ^      i      J. 

Type  F:    Et  Naevio  poetae  sic  ferunt  Metellos,     :  Part  I,  §9. 
A  -  A-O-G|  A-A-G  II  A-A-G    |  A-A-G 

i  io|lwi^||io|lv/ij. 

TypeD:     Cum  saepe  laederentur,  esse  comminatos,    :  Part  I,  §5. 
A  -  A-G°|  A-O-A-G  ||A-G°    A-O-A-G 


'Dabunt   malum  Metelli  Naevio   poetae.' 
i  i  i  i         i         i 

A-G       A-G    |  A-A-G1    A-O-Gj  A-A-G 
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A  -i.      vl   -^      X  i  ^||   i   o     i     vl|  i  -i. 
TypeZ:     Dabunt  malum  Metelli,  clauda  parsdimetri:      :  Part  I,  §39. 

A-G     A-G    |  A- A -G|!  A-G     A-A|A-G 

A     A  >tj.|A±J.||^J.  <t      J.  |  vlii 

TypeZ:     Dabunt  malum  Metelli,    adest  celer  phaselus, 
i  i  »  ill 

A-G  *  A-G  IA-A-GIIA-G      A-G|  A-A-G 

:  Part  I,  §39. 


TypeB:     Memphitides  puellae,   tinctus  colorenoctis. 
II  i  ill 

A    -    A-O-G  I    A    -    A-GHA-G    A-A-G|A-G 

:  Part  I,  §3. 


« 


» 


1      J, 


ju  1 4s     .1     ^      ||    J.       o  -i.  o         ^. 

TypeF:    Post'Naevio  p  o  e  t  a  e'  tres  vides  trochaeo s: 
(  (  ill  i 

A    -     A-O-G|A-A-G    HA-A-GI      A-A-G 

:  Part  I,  §9. 

i  1      vl    J.    |  vl  i      JL  ||      1         ^  1  vl/li  J. 

TypeZ:     Nam  nil  obest  trochaeo,  longa  quod  suprema  est. 
ii  i  i  i  i 

A-  A  A-G|        A  -    A-G||  A-G     A  -  A|  A  -  G 

:  Part  I,   §39. 

Here,  then,  we  have  the  full-fledged  art  of  CaesiusBassus  and  the  poetae 
novelli:  the  artificial  Greek  verse-beat  oi  the  classic  tradition,  the  modu- 
latio  docta  cum  ratione  necessaria  or  metrum  proper,  has  given  place  to 
the  natural  Greek  verse-beat  of  the  unsophisticated  popular  ear,  the 
modulatio  docta  sine  ratione  necessaria  or  rhythmus  proper,  in  which  the 
tripudic  ictus  has  completely  subjugated  the  Hellenic  ictus  by  occupy- 
ing every  thesis,  and  thus  left  the  quantitative  principle  with  its  occupa- 
tion gone.  Thus  it  was  by  absolute  surrender  to  the  tripudic  principle, 
that  the  Greek  verse-beat  finally  triumphed  and  became  naturalized  to 
the  ear  of  the  Roman  world.  It  was  this  psychological  moment  in  the 
history  of  tripudic  rhythm,  which  Caesius  Bassus  seized  for  his  scientific 
fraud,  and  the  irony  of  history  and  grammatical  tradition  has  suffered 
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that  fraud  so  to  poison  the  fountain  head  of  our  European  theory,  that 
each  effluent  stream,  whether  Latin  or  Keltic,  Romanic  or  Germanic, 
is  tainted  alike  with  its  deadly  virus.  Thus  our  modern  European 
accentual  rhythm  must  rediscover  itself  in  the  Italico-Keltic  tripudium 
modulated  to  the  Hellenic  verse-beat. 

With  the  triumph  of  the  new  accentual  art,  we  may  observe  a  corre- 
sponding shift  in  the  terminology:  metrum  is  the  new  rhythm  of  accent 
adorned  with  superfluous  quantity,  rhythmus  is  the  same  accentual 
rhythm  without  intentional  quantity,  and  rhythmus  rusticus  the  old  un- 
hellenized  tripudium,  so  richly  represented  in  the  Old-Irish  Liber  Hym- 
norum  and  Antiphonarium  Benchorense.  Meanwhile,  our  tripudic  tra- 
dition is  fallen  into  evil  case  between  the  upper  and  nether  millstone  of 
quantitative  snobbery,  on  the  one  hand,  and  accentual  oblivion,  on  the 
other:  the  classicists  of  the  quantitative  tripudium  from  Ennius  down 
despise  the  thing  they  saw  no  way  to  escape, 

Sed  in  longum  tamen  aevum 
Manserunt  hodieque  manent  vestigia  ruris, 

and  the  new  poets  of  the  accentual  tripud'um  have  nothing  but  the 
pseudo-doctrine  of  Caesius  Bassus  to  guide  their  theoretic  insight.  We 
must  henceforth  look  to  Keltic  culture  and  the  Irish  missionary  and 
scholar  to  hand  on  the  venerable  truth  in  practice  through  the  early 
Middle  Ages  down  to  the  very  time  when  the  Italico-Keltic  accentual 
and  rhythmic  system  was  fading  into  the  Romanic  and  modern.* 

Let  us  continue  to  follow  our  tradition  of  the  Pseudo-Saturnian  of  Cae- 
sius Bassus:  Marius  Victorinus  (ex  Aphthonio),Keil  VI.  138:  Et  quoniam 
sub  occasione  versus  huius  (sc.  trim,  iamb.)  et  tempestiva  sese  nobis  alia 
suggerit  species,  consentaneum  reor  hoc  loco  dicere  de  natura  et  origine 
huius  versus,  cui  prisca  apud  Latium  a  etas  tamquam  Italo  et  indigenae 
Saturnio  sive  Faunio  nomen  dedit.  sed  falluntur:  a  Graecis  enim  varie 
et  multiformiter  inductus  est,  nee  tantum  a  comicis,  sed  etiam  a  tragicis. 
nostri  autem  antiqui  usi  sunt  eo  non  observ?ta  lege  nee  uno  genere  cus- 

*  I  now  reject  the  inference  of  my  Postscriptum,  p.  69  Italico-Keltic  Accent  and 
Rhythm,  and  regard  the  accentual  markings  in  the  Codex  Turicensis  C  58,  p.  21, 
col.  2,  as  erroneous  indications  of  erroneous  quantity,  and  not  as  accents  at  all. 
Thus  the  difficulty  of  so  late  a  terminus  ad  quern  for  the  tripudic  consciousness  in 
antiquity  is  removed. 
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todito,  sed  praeterquam  quod  durissimos  fecerunt ,  etiam  alios  longos? 
alios  breviores  inseruerunt,  quorum  est  hie, 

Turdis  edacibus  dolos  comparas  amice, 
item 

Ferunt  pulchros  crateras,  a  ureas  lepistas, 

et  apud  Naevium 

Novem  lovis  Concordes  filiae  sorores. 

Videtur  tamen  e  duorum  versuum  membris  compositus,  dimetri  et  qua- 
drati.  constat  enim  pedibus  sex  et  semipede.  nam  primes  tres  pedes  et 
semipedem  habet  ex  parte  prima  dimetri;  reliquos  vero  tres  pedes,  qu- 
sunt  ultimi,  habet  a  prima  parte  quadrat!  tragici  trochaici,  ut 

1       i  *     1     i|  I  *    |   1  w          1        w|JL     * 

Type X:     Cum  victor  Lemno  classem  Doricam  appulisset. 
ill  •  ii 

A-A-G     A- G|A-G°||   A-O    -    A-O|A-G 

:  Part  I,  §36. 

Est  autem  duabus  primis  syllabis  longior  ab  hendecasyllabo.  nam  uno 
pede  in  capite  hendecasyllabi  posito  Saturnius  versus  fiet,  cuius  exem- 
plum  Metelli  proposuerunt  de  Naevio  aliquotiens  ab  eo  lacessiti  ita, 

Malum  dabunt  Metelli  Naevio  poetae. 

Nam  'malum  dabunt  Metelli'  clauda  pars  dimetri  iambici  est:  dehinc 
'Naevio  poetae'  tribus  trochaeis  constat,  quod  phalaecium  vocamus,  nee 
quicquam  oberit  trochaeo  quod  suprema  longa  est,  quod  semper  in  metris 
indifferenter,  sicut  superius  diximus,  ponitur  ultima  syllaba.  habet 
autem  tres  iambos  cum  syllaba  et  tres  trochaeos.  ergo  erit  prima  pars, 
id  est  'malum  dabunt  Metelli,'  talis  qualis  est  'adest  celer  phaselus,'  item 
'Memphitides  puellae';  sequens  'Naevio  poetae' talis  ut  est  'Bacche 
plaude  Bacche.'  sane  ut  in  hendecasyllabo  primus  pes  incertus  est,  ita 
et  in  hoc  duo  primi  pedes  variantur, 

lam  nunc  vocet  Camenas  quis  novem  sorores! 

(Bassus'  triumphant  fulfilment  of  the  prophecy  of  the  Epigramma  Nae- 

vii/) 

qui  ut  terminatur  spondeo,  sic  a  spondeo  incipit. 
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Quidam  volunt  hunc  feriri  sexies  et  recipere  pedes  septem,  hoc  est 
spondeum,  iambum,  pyrrichium,  pariambum,  dactylum,  trochaeum, 
anapaestum,  e  quis  est  Thacomestus,  et  nasci  a  trimetro  scazonte;  alii 
vero  omnes  duodecim  pedes  admittere  neque  semper  eum,  ut  illi  adserunt, 
nasci  e  trimetro  scazonte.  unde  a  pud  omnes  grammaticos  super  hoc 
adhuc  non  parva  lis  est. 

Here  therefore  we  may  mark  the  beginning  of  the  scientific  chaos  and 
darkness,  which  Bassus  inaugurated  with  his  pollex  honestus: 

Mox  iuvenes  agitare  iocis,  et  pollice  honesto 
Egregius  lusisse  senes ! 

Atilius  Fortunatianus,  Keil  VI.  293,  reasserts  the  Italian  primacy  in 
the  use  of  the  Saturnian,  but  knows  no  other  doctrine  than  that  of  Cae- 
sius  Bassus  as  to  the  nature  of  its  rhythm :  Saturnio  metro  primum  in 
Italia  usi.  dictum  autem  a  Saturnia,  urbe  vetustissima  Italiae.  et 
hie  versus  obscurus  quibusdam  videtur,  quia  passim  et  sine  cura  eo  homi- 
nes utebantur;  maxime  tamen  triumphaturi  in  Capitolio  tabulas  huius 
modi  versibus  incidebant,  id  est  sic: 

1  i       >!/  J.        i        i   A       |     1   w  JL    |    X    i  J. 

Type  A:     Summas  opes  qui  regum  regias  refregit.        :  Parti,  §i. 
II  I  III 

A   -  G  A-G  |   A  -  A-G°  ||  A-O-  G  |  A-A-G 

Habet  autem  in  prima  parte  iambicon  dimetron  ca talecticon ,  in  secunda 
trochaicon  dimetron  brachycatalecton,  quod  et  ithyphallicum  diximus, 

ut 


Type  A:     Dabunt  malum  Metelli  Naevio  poetae.  :  Part  I,  §i. 

I  »  i          »        »          • 

A-G      A-G    |A-A-G°||A-O-G|  A-A-G 

Cetera  partim  in  Horatio  recognosces,  partim  in  archetypis  auctorum 
libris,  unde  haec  nos  excerpsimus. 

Atilius  accordingly  accepts  the  now  well-established  theory  of  a  com- 
mon Graeco-Italic  verse-beat,  but  insists  on  the  priority  of  the  Italians 
in  the  use  of  the  Saturnian.  He  adds  a  perfect  literary  type  to  our  tra- 
dition, and  refers  the  student  to  Horace  and  his  authorities  for  other 
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phases  of  the  verse,  thus  teaching  us  that  Horace  and  they  abound  in 
Saturnians  with  the  iambico-trochaic  verse-beat. 

Marius  Plotius  Sacerdos,  Keil,  VI.  531,  accepts  the  Bassus  doctrine  in 
full,  and  ventures  with  the  aid  of  our  tripudiophobist  Horace  to  add  an- 
other to  our  list  of  pseudo-Saturnians:  Ex  hoc  metro,  Irochaico  scilicet, 
et  iambico  constat  metrum  Saturnium  quod  mixtum  est.  ideo  nee  inter 
species  iambicas  posui  nee  inter  trochaicas.  constat  autem  ex  iambico 
dimetro  catalectico  hipponactio  amphicolo  et  tribus  trochaeis,  id  est 
ithyphallico.  quo  metro  usi  sunt  Euripides  et  Callimachus  et  a  pud  nos 
Naeviussic:  'ferunt  pulchros  crateras.'  nam  quod  sequitur  trochaicum 
dimetrumbrachycatalectumithvphallicumtale  esl:  'aureas  lepistas';  no- 
vissima  syllaba  indifferens.  totus  versus  sic, 

Ferunt  pulchros  crateras  aureas  lepistas, 
et 

Malum  dabunt  Metelli  Naevio  poetae, 
et 

vti          oi-S-ll^Ui^l^i^. 

TypeN:    Trahuntque  siccas  multas  machinae  carinas.    :  Parti,  §22. 

I  I  I    ;  I"  r          I 

A-A-G     A-G  |  A-G°||A-O-G  A-A-G 

With  ever  increasing  feebleness  and  half-heartedness  the  wretched 
fraud  drags  itself  into  oblivion  as  the  ages  roll  on:  [Censorini]  Fragmen- 
tum,  Keil  VI.  615,  De  Metris:  Numerus  Saturnius, 

1        ^         w'w^-l^i       ^   ||  i  w      J.   I  i   1    J. 

Type  A:    Magnum  numerum  triumphat  hostibus  devictis.       :  Part  I, 
•  •  i  »          •        t  §T< 

A-G        A-G    |  A-A-G0 1| A-O-G] A-A-G 

Sunt  qui  hunc  aristobolion  vocant.    recipit  pedes  spondeum,  iambum, 
pyrrhicium,  chorium,  dactylum,  brachysyllabum,  anapaestum. 

Mallius  Theodorus,  Keil  VI.  594:  Metrum  iambicum  Saturnium  habet 
iambicum  tetrametrum  colobon  et  tres  trochaeos.  huius  exemplum: 

^  »  .,          J,     I  I  A   1   -*.  II  I  .*      1*11 


TypeO:     Merulae quod osvetustae mane dulcecantat.      :  Parti,  §22. 
II  it  •         I 

A-G    A-GJA-A-GHA-G    A-G|A-G 
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Servius  de  Centum  Metris,  Keil  IV.  466:  Saturnium  constat  dimetro 
iambico  catalectico  et  ithyphallico,  ut  est  hoc: 


L-l-.ll    j.  II  1  ~  _«_  I  i    1 


TypeN:    I  sis  pererrat  orbem  crinibus  profusis.  :  Parti,  §22. 

(  it  (          I  ( 

A-G    A-A-G|A-G°||  A-O-G|  A-A-G 

There  is  one  important  lesson  to  be  learned  from  this  dreary  record  of 
fraud  and  error:  it  is  the  perfect  readiness  with  which  the  tripudic  prin- 
ciple can  reproduce  the  Greek  verse-beat,  as  soon  as  we  cast  aside  the 
artificiality  of  the  O-  and  procatalectic  theses,  which  classical  helleno- 
mania  affected  to  maintain,  and  replace  them  with  the  natural  theses  of 
tripudic  rhythm.  Thus  only  in  utter  surrender  to  the  genius  of  Rome 
has  Hellas  influenced  modern  rhythm. 

A  new  and  healthier  tradition  greets  us  in  Charisius,  Keil  I.  288:  Sunt 
item  Saturnii  quinum  et  senum  denum  pedum,  in  quibus  similiter  novum 
genus  pedum  est  et  ipsum  ametron,  de  quibus  nihil  praecipitur  eo  quod 
non  est  artis.  Charisius  has  doubtless  been  discussing  the  more  orthodox 
type,  which  Caesius  Bassus  had  made  somewhat  respectable  by  the  magic 
of  the  pollex  honestus.  His  authorities,  however,  tell  h'.m  of  more  exten- 
sive Saturnian  systems,  in  which,  similarly  to  the  traditional  type,  a  new 
kind  of  feet  and  that  a  non-quantitative  kind,  is  used.  About  these  feet 
no  instruction  is  given,  because  the  kind  they  represent  does  not  belong 
to  learned  doctrine.  He  proceeds  to  illustrate  such  systems  of  Saturnian 
or  tripudic  feet  from  Laevius,  Ennius,  and  Accius:  Et  solgnt  esse  summi 
pterygiorum  senum  denum,  sequent  es  quinum  denum,  quales  sunt  in 
pterygio  Phoenicis  Laevii  novissimae  odes  Erotopaegnion  : 


Venus  a  m  o  r  i  s  altrix,  genetrix  cupiditatis,  mihi  qua  e  diem 
A  -A-  A-G  A-G      A-G     A  -  O-A  -G     A-G    A-A-G 

ijf     i       <tf  IV   W  *  V/     J.  _  _  WO  —        .!.      _       w  '  W       .2.  \!/      -1. 

serenum  hilarulum  praepandere  cresti,  opseculae  tuae 
A-A-G       A-A-G          A  -  A  -  O-G     A-G  A  -A      G     A-G 

i     vi,  i      ^ 
ac  ministrae 
A  -  A-A  -  G 
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Here  we  have  16  vocables  =  16  pedes  Saturn  ii. 
Turn: 

1     -^         JL     w       -i.  1  w  '  w        J.     w  '  w     \t/         1  <ir   Jb       JL    * 

Etsi  neutiquam  quid  fore  1.  expavida  nee  gravis  dura 
A-G°    A-O-G       A    -    A       A  -  A  -  G    A  -    A-G   A-G 

v^'wiw'w       O  «t      1    -l.          w'  w    -i.    1    w1  w      O       A  w'  w    J.      >!/     i     J. 

fera  asperaque   famultas,  potui  accipere  dominio  superbo. 
A  -  A  -  A  -  G      A  -  A-G       A-GA-A-G    A-A-GA-A-G 

Here  15  vocables  =15  pedes  Salurnii. 

Vel  quales  in  tragoediis  nonnumquam  incidere  veteribus  solent,  ut  Ennii 

Acciique,  de  quibus  aeque  nihil  sane  praecipitur:  Accii  ex  Epigonis, 


Quid  istuc,  gnata   unica,  est  Demonassa,  obsecro, 
A  -A-G        A-G°  A-O-G    A    -  A  -  A-G°    A-O-G 

1  i      c,         vL^iw^.          w»~        O  11^         1      v^ 

quod  mecum  ago  expetens  timidam  e  tectis  excies? 
A   -   A-G    A-G°  A-O-G       A-   G     A-A-G0  A-O-G 

Here  15  vocables  =15  pedes  Saturnii. 
Vel  hie  alius: 


>/ 


Sed  iam  Amphilochum  hue  vadere  cerno,  et  nobis  datur 
A  -  A     A-A-G       A  -  A-O-G  A-G    A  -A-G      A-G 


bona  pausa  loquendi  tempusque  in  castra  revorti. 
A  -   A-G  A-A-G  A-A-G  A-A-G    A-A-G 

16  vocables  =  16  pedes  Saturnii. 

Here  then  we  have  a  tradition  from  a  pure  and  undefiled  source:  the 
original  Saturnian  foot  is  the  vocable,  and  the  original  Saturnian  rhythm 
is  nothing  more  nor  less  than  such  arrangement  of  the  vocables  as  will  be 
true  to  the  rhythm  of  the  standard  Saturnian  foot,  or  tripudium,  in  its 
fullest  form  (tripudium  sollistimum) , 

A-O-A-O-G. 
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In  this  stress  rhythm  no  grave  stress  may  precede  either  another  grave 
stress  or  an  acute  followed  by  a  stressless  tone:  G-Gand  G-A-O  reverse 
the  tripudic  rhythm  of  the  acute  thesis  and  the  acute  or  grave  arsis. 
Accordingly  our  author  defines  the  Saturnian  principle  as  the  rhythmic 
arrangement  of  words  in  conformity  to  the  fixed  rhythmic  order  of 
their  time-beats  (vocibus  pro  modo  temporum  modulatis):  Hos  Satur- 
nios  nonnulli  vocitatos  existimant,  quod  eius  temporis  imperiti  adhuc 
mortales  huius  modi  usi  versibus  videantur  suas  sententias  clusisse 
vocibusque  pro  modo  temporum  modulatis  sollemnibus  diebus  cecinisse, 
vel  quod  eodem  defuncto  apotheosis  eius  hac  dictione  sit  celebrata; 
cuius  exemplum  adhuc  in  linteis  libris.  reperitur. 

Accordingly,  the  unit  of  Latin  rhythm  is  the  single  stress,  tempus, 
or  time-beat:  A.  The  simplest  rhythmic  combination  is  a  pair 
of  such  stresses:  A-A,  A-G,  A-O-G.  The  linguistic  and  rhythmic 
norm  of  this  stress  contrast  is  the  tripudic  word- foot:  A- A-G, 
A-O-A-G,  A-0-A-O-G,  A-A-O-G.  These  various  stress-groups  are 
so  many  numeri  or  stress-numbers,  and  when  arranged  ad  formam 
tripudii  give  us  Italic  rhythm,  or  Numerus  Italicus,  which  is  simple 
tripudic  contrast  in  dipodic  form.  The  literary  evolution  of  the 
tripudic  dipody  is  the  Versus  Saturnius,  which  arose  as  a  stichic 
contrast  of  tripudic  dipodies.  The  tripudic  verse-beat  dominated 
Latin  rhythm  until  the  native  ear  of  the  people  set  aside  the  classical 

(ill 

artificiality  of  the  O-  and  procatalectic  thesis  (A-O-A-G,  A-A-G): 
Terentius  rhythmis  scribit  comoedias  vel  Plautus  (Explanat.  in  Donat., 
Keil  IV.  533)  is  as  literally  true  as  the  sinister  remark  of  our  snobbish 
autocrat  of  the  Augustan  breakfast-table: 

Sed  in  longum  tamen  aevom 
Manserunt  hodieque  manent  vestigia  ruris. 

The  Hellenic  verse-beat  could  conquer  only  by  thoroughgoing  con- 
formity to  the  rhythm  of  the  Italico-Keltic  tripudium.  Such  a  move- 
ment could  only  originate  in  the  unsophisticated  popular  ear,  to  which 
Caesius  Bassus  and  his  Neronian  guild  make  their  fundamental  appeal. 
The  bifurcation  of  Saturnian  doctrine  which  is  implied  in  the  state- 
ment of  Charisius,  'sunt  item  Saturnii  quinum  et  senum  denum  pedum, 
in  quibus  similiter  novum  genus  pedum  est  et  ipsum  ametron,  de  quibus 
nihil  praecipitur  eo  quod  non  est  artis,'  is  traceable  also  in  Diomedes, 
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who  besides  recording  the  pseudo-quantitative  imposture  of  Caesius 
Bassus  reveals  to  us  in  terms  of  hellenizing  orthodoxy  the  fundamental 
aspects  of  the  ancestral  tripudium  (Sacred  Tripudium,  §i6and  §18): 
Keil  I.  512:  Saturnium  in honorem  dei  Naevius invenit  (Shades  of  Nae- 
vius!)  addita  una  syllaba  ad  iambicum  versum  sic: 

Summas  opes  qui  regum  regias  refregit. 

Huic  si  demas  ultimam  syllabam,  erit  iambus,  de  quo  saepe  memora- 
tum  est. 

Thus  at  last  the  fraud  of  Bassus  has  been  isolated  as  the  mere  creation 
of  Naevius,  and  posterity  is  left  with  the  previous  question  unsolved. 

V.  Tripudic  Tradition. — Before  taking  leave  of  the  literary  Satur- 
nian  in  Italic  hands,  and  passing  to  its  Irish-Gaelic  twin  sister,  a  thou- 
sand years  later  in  evidence,  let  us  take  a  cursory  survey  of  the  astounding 
historical  process,  which  accomplished  the  complete  hellenization  and 
stultification  of  Italico-Keltic  and  modern  accentual  and  rhythmic 
theory,  without  however  bating  one  jot  or  one  tittle  of  tripudic  law  and 
gospel  in  Italico-Keltic  and  modern  accentual  and  rhythmic  practice. 

The  hellenizing  agitation  in  scientific  and  artistic  theory  is  already 
sharply  pointed  in  the  attitude  of  the  last  great  exponent  of  the  old  order, 
Naevius,  and  the  first  great  prophet  of  the  new,  Ennius.  Naevius' 
dying  protest  is  evidently  leveled  against  theoretic  innovations  so  radi- 
cal as  to  involve  the  tenderest  interests  of  the  divine  Muses  of  Latium: 

Immortales  mortales  si  foret  fas  flere, 
Flerent  divae  Camenae  Naevium  poetam: 
Itaque  postquam   est  Orchi   traditus   thesauro, 
Obliti  sunt  Romae  loquier  lingua  Latina. 

Naevius,  like  his  predecessors,  as  well  as  Plautus  and  Terence  who  fol- 
lowed him,  had  freely  admitted  the  quantitative  verse-beat  of  Hellas 
as  a  refinement  upon  the  tripudic,  but  not  like  Ennius  in  open  conflict 
therewith. 

On  the  other  hand,  it  is  contempt  for  these  sacred  interests,  and  a 
new  hierarchy  in  art,  which  Ennius  heralds  as  the  order  of  the  dawning 
day  of  classicism: 
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Annales  214, 

Scripsere  alii  rem 

Versibus  quos  olim  Fauni  vatesque  canebant, 
Cum  neque  Musarum  scopulos  quisquam  superarat, 
Docte  nee  dicti  studiosus  quisquam  erat  ante  hunc. 

And  the  achievement  of  Ennius  was  the  stultification  of  classic 
rhythmic  art  in  its  very  bud, — the  setting  up  of  the  quantitative  verse- 
beat  in  theoretic  and  artificial  independence  of  the  natural  and  ines- 
capable verse-beat  of  the  tripudium: 

Annales  195, 

i  i_ijLJi*||i  i      w     w|  i         J. 

Non  cauponantes  bellum  sed  belligerantes 
i  i          •  »  I  •  I 

A  -  A-O-A-G)  A-G  ||  A  -  A-0-O|A-  G 

Thus  the  freedom  of  the  quantitative  thesis  is  asserted  against  the  tri- 
pudic thesis  by  allowing  the  zero  tone  to  function  as  quantitative  thesis. 
In  this  way  classic  rhythm  became  a  house  divided  against  itself,  in 
which  either  the  tripudic  verse-beat  or  the  quantitative  verse-beat  must 
go  to  the  wall.  Nature  of  course  decided  the  ultimate  issue.  But 
meanwhile  hellenizing  snobbery  decided  to  remake  nature  and  abandon 
tripudic  accent  and  rhythm.  And  the  only  result  was  to  emphasize 
both  in  contrast  with  the  artificiality  of  the  quantitative  ictus,  and  to 
perpetuate  the  tripudic  consciousness  to  the  last  gasp  of  the  epic  tra- 
dition. 

Thus  with  Ennius  the  sacred  rights  of  the  Latin  Camenae  have  been 
invaded;  the  quantitative  verse-beat  is  allowed  to  conflict  freely  with 
the  tripudic,  and  the  logical  issue  is  the  reinterpretation  of  the  tripudic 
word-foot  as  a  quantitative  word-foot.  The  old  word  numerus,  or 
stress-group,  which  expressed  the  essence  of  tripudic  doctrine  must 
now  take  on  the  new  meaning  of  metrum,  while  the  vague  term 
rhythmus  will  hide  all  the  sins  of  the  old  unhellenized  tripudium. 
Thus  rhythmus  becomes  the  raw  material  of  verse,  to  which  metrum 
must  apply  the  line  and  rule  of  the  docte  dictum :  Diomedes,  Keill.  513: 
Varro  dicit  inter  rhythmum,  qui  Latine  numerus  vocatur,  et  metrum 
hoc  interesse  quod  inter  materiam  et  regulam.  It  is  the  natural  rhythm 


183270 
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of  Latin  speech,  and  when  so  modulated  as  to  suggest  the  Greek  verse 
beat  it  is  rhythmus  doctus,  when  pure  and  simple  tripudic  rhythm  it  is 
rhythmus  rusticus.  The  average  hexameter  requires  as  its  frame-work 
a  rhythmus  longer  than  the  average  Saturnian:  hence  Ennius  christens 
his  hexameter  as  versus  longus;  Cicero,  De  Leg ibus  II.  27.68:  Extruiautem 
vetat  sepulchrum  altius  quam  quod  quinque  homines  quinque  diebus 
absolverint,  nee  e  lapide  excitari  plus  nee  imponi  quam  quod  capiat 
laudem  mortui,  incisam  ne  plus  quattuor  herois  versibus,  quos  'longos' 
appellat  Ennius. 

But  it  was  not  enough  that  tripudic  rhythmic  theory  should  be  glossed 
over  with  a  quantitative  veneer:  tripudic  accentual  truth  must  also  be 
reinterpreted  in  terms  of  Greek  musical  theory.  And  above  all  things 
we  must  stop  talking  about  the  initial  accent  of  tripudic  truth,  if  we 
are  ever  to  be  civilized ;  Cicero,  Orator  XVII.  5  5 :  Quo  modo  autem  dica- 
tur,  id  est  in  duobus,  in  agendo  et  in  eloquendo.  est  enim  actio  quasi 
corporis  quaedam  eloquentia,  cum  constet  e  voce  atque  motu.  vocis 
mutationes  totidem  sunt  quot  animorum,  qui  maxime  voce  commoven- 
tur.  itaque  ille  perfectus  quern  iam  dudum  nostra  indicat  oratio, 
utcumque  se  adfectum  videri  et  animum  audientis  moveri  volet,  ita 
certum  vocis  admovebit  sonum;  de  quo  plura  dicerem,  si  hoc  praeci- 
piendi  tempus  esset  aut  si  tu  hoc  quaereres;  dicerem  etiam  de  gestu, 
cum  quo  iunctus  est  voltus;  quibus  omnibus  dici  vix  potest  quantum 
intersit  quern  ad  modum  utatur  orator,  nam  et  infantes  actionis  dig- 
nitate  eloquentiae  saepe  fructum  tulerunt  et  diserti  deformitate  agendi 
multi  infantes  putati  sunt,  ut  iam  non  sine  causa  Demosthenes  tri- 
buerit  et  primas  et  secundas  et  tertias  actioni:  si  enim  eloquentia  nulla 
sine  hac,  haec  autem  sine  eloquentia  tanta  est,  certe  plurimum  in  dicendo 
potest.  volet  igitur  ille,  qui  eloquentiae  principatum  petet,  et  con- 
tenta  voce  atrociter  dicere  et  summissa  leniter  et  inclinata  videri  gravis 
et  inflexa  miserabilis;  mira  est  enim  quaedam  natura  vocis,  cuius  quidem 
e  tribus  omnino  sonis,  inflexo,  acuto,  gravi,  tanta  sit  et  tarn  suavis 
varietas  perfecta  in  cantibus.  est  autem  etiam  in  dicendo  quidam 
cantus  obscurior,  non  hie  e  Phrygia  et  Caria  rhetorum  epilogus  paene 
canticum,  sed  ille,  quern  significat  Demosthenes  et  Aeschines,  cum 
alter  alteri  obicit  vocis  flexiones;  dicit  plura  etiam  Demosthenes  illum- 
que  saepe  dicit  voce  dulci  et  clara  fuisse.  in  quo  illud  etiam  notandum 
mihi  videtur  ad  studium  persequendae  suavitatis  in  vocibus :  ipsa  enim 
natura,  quasi  modularetur  hominum  orationem,  in  omni  verbo  posuit 
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acutam  vocem  nee  una  plus  nee  a  postrema  syllaba  citra  tertiam;  quo 
magis  naturam  ducem  ad  aurium  voluptatem  sequatur  industria. 

That  this  is  a  new  fad  of  Greek  musical  theory,  and  not  in  any  way 
a  substitute  for  the  stern  realities  of  tripudic  truth,  is  clear  from  the 
wholly  alien  tone  of  Nigidius  Figulus,  when  discussing  the  homely  facts 
of  tripudic  experience.  GelliusXIII.  26:  P.  Nigidii  verba  sunt  ex  com- 
mentariorum  grammaticorum  vicesimo  quarto,  hominis  in  disciplinis  doc- 
trinarum  omnium  praecellentis :  Deinde,  inquit,  voculatio  qui  poterit 
servari,  si  non  sciemus  in  nominibus,  ut  Valeri,  utrum  interrogandi 
sint  anvocandi?  Nam  interrogandi  secunda  syllaba  superiore  tonost 
quam  prima,  deinde  novissima  deicitur;  at  in  casu  vocandi  summo  tonost 
prima,  deinde  gradatim  descendunt.  Sic  quidem  Nigidius  dici  prae- 
cipit. 

That  Cicero  knew  very  well  that  his  great  law  of  nature  was  a  very 
thin  piece  of  theorizing  when  confronted  with  the  facts  of  tripudic 
experience,  and  that  it  had  its  source  in  the  cultural  'benevolence'  of 
hellenizing  propagandism,  his  private  correspondence  has  allowed  to 
leak  out:  Cicero,  Ad  Atlicum  XII.  6.  2:  Venio  ad  Tyrannionem.  ain 
tu?  verum  hoc  fuit?  sine  me?  at  ego  quotiens  cum  essem  otiosus,  sine 
te  tamen  nolui.  quomodo  ergo  hoc  lues?  uno  scilicet,  si  mihi  librum 
miseris,  quod  ut  facias  etiam  atque  etiam  rogo.  etsi  me  non  magis 
liber  ipse  delectabit,  quam  tua  admiratio  delectavit.  amo  enim  wavra 
(f)L\68rjiJLov  teque  istam  tarn  tenuem  Oewplav  tarn  valde  admiratum  esse 
gaudeo.  etsi  tua  quidem  sunt  eiusmodi  omnia:  scire  enim  vis  quo  uno 
animus  alitur.  sed  quaeso  quid  ex  ista  acuta  et  gravi  refertur  ad  reXos  ? 

In  Tyrannio  Amisenus,  then,  we  must  recognize  the  Caesius  Bassus 
of  hellenizing  accentual  theory,  and  in  his  \tk(jf\  irpovqidla  the  pollex 
honestus,  with  which  he  conjured  away  in  theory  the  initial  accent 
of  the  tripudic  word-foot.  Let  us  follow  the  phonetic  metaphysics,  with 
which  Tyrannio  won  over  the  honest  but  gullible  Varro:  [Sergius], 
In  Donalum,  Keil  IV.  529:  Quot  ergo  sint  prosodiae  dicendum  est. 
quae  res  eo  maiore  cum  cura  tractanda  est,  quod  nostra  ratio  ab  opinione 
iam  inveterata  et  omnium  ferme  animis  adfixa  discrepat.  Our  com- 
mentator apologizes  to  the  men  of  his  generation  for  the  strange  and 
ancient  theory  he  is  about  to  outline  from  the  pages  of  Varro.  Atheno- 
dorus  duas  esse  prosodias  putavit,  unam  inferiorem,  alteram  superiorem; 
flexam  autem  (nam  ita  nostra  lingua  Trepto-Troojuej'rji'  vocavimus)  nihil 
nliud  esse  quam  has  duas  in  una  syllaba.  Here  we  have  the  good 


4o  THE  LITERARY  SATURXIAX 

old  original  Greek  doctrine,  to  which  Latin  hellenizing  theory  through 
all  its  labored  affectations  irresistibly  gravitated.  Dionysius  autem, 
Aristarchi  discipulus,  cognomento  Thrax,  domo  Alexandrius,  qui 
Rhodi  docuit,  lyricorum  poetarum  longe  studiosissimus,  tres  tradidit, 
quibus  nunc  omnes  utuntur,  fiaptlav  6£eiav  irepio-TrufjLi-vriv.  Tyrannic 
vero  Amisenus,  quern  Lucullus  Mithridatico  bello  captum  Lucio  Murenae 
concessit,  a  quo  ille  libertate  simul  et  civitate  donatus  est,  quattuor 
scribit  esse  prosodias,  ftapeiav  uka-rjv  o&iav  et  Tr€pt,<riruiJLevriv.  atqui 
memoriae  proditum  est  hunc  ante  alios  fuisse  pronuntiatione  potiorem, 
quod  nequaquam  assequi  potuisset  nisi  tenore  singularum  vocum  dili- 
gentissime  perquisite,  in  eadem  opinione  et  Varro  fuit,  qui  in  leges  suas 
redigit  accentus,  ductus  scientia  et  doctrina  eius,  qua  omnibus  a  se  pro- 
positis  evidentissimas  affert  probationes,  ut  id  quoque  pro  media  prosodia 
facit  dicendo  ipsam  naturam  nihil  face  re  to  turn,  ubi  non  sit  medium; 
ut  enim  inter  rudem  et  eruditum,  inter  calidum  et  frigidum,  amarum 
et  dulcem,  longum  et  brevem  est  quiddam  medium,  quod  neutrum  est, 
sic  inter  imam  summamque  vocem  esse  mediam,  ibique  quam  quaeri- 
mus  prosodiam.  Here  then  we  have  a  neutrum  in  tone,  which  is  neither 
acuta  nor  grains:  accordingly,  in  the  tripudic  word-foot  A-O-A-O-G  we 
can  dispose  of  the  O-monotones  as  neutrum.  But  how  now  can  we  get . 
rid  of  the  initial  A?  The  answer  is  plain:  define  this  neutral  media  as 
an  accentualsliding-scale,  which  may  as  occasion  requires  appear  rather 
as  acute  than  as  grave  (eamque  acutam  plerumque  esse  potius  quam 
gravem),  and  the  wretched  job  is  done.  Let  us  follow  this  musical 
sophistry  in  detail: 

Neminem  musicum  esse,  qui  mediam  vocem  in  cantu  ignoraverit, 
nee  quemquam  potuisse  dicere  in  sono  chordarum  aut  bucinarum  aut 
voce  cantantium  nkffrjv  esse,  si  non  in  omni  vocis  natura  esset  me- 
dium, minimeque  minim  ut  in  hanc  multorum  sensus  non  animad- 
vertat,  cum  in  ilia,  quae  in  cithara  aut  tibia  aliquanto  uberior  est,  saepe 
tamen  non  sentiat  meatum.  praeterea  minus  reliquis  notam,  primum 
quod  ea  sit  principium  aliarum,  ut  fjikarj  in  musica  est  initium  can- 
tionis,  et  omnium  rerum  initia  semper  obscura  sint.  How  plausible 
therefore  that  the  JUCCTTJ  in  speech  should  be  characteristically  the  initial 
accent ! 

Deinde  quod  omne  medium  in  angustis  non  videatur,  ut  punctum 
in  quamvis  magno  orbe,  quod  vocant  Kkvrpov.  nullum  esse  corpus,  ubi 
non  sit  medium,  et  omnem  vocem  corpus  esse;  omnem  igitur  vocem 
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medium  habere.  quod  enim  fuit  deorsum  prius  in  medium  succedere, 
quam  evolet  sursum,  et  quod  sursum  est  ante  eodem  venire  quam  deor- 
sum, quare  utriusque  compitum  medium  esse.  et  multa  praeterea 
latins  in  earn  rem  disputata  profert,  quae  nunc  nobis  longum  est  iterare. 
There  was  need  of  considerable  argumentation  to  do  away  with  the 
objectionable  accent. 

Scire  enim  oportet  rationis  huius  recens  non  esse  commentuni,  sed 
omnium  qui  ante  Varronem  et  Tyrannionem  de  prosodia  aliquid  reli- 
querunt  plurimos  et  clarissimos  quoque  mediae  huius  fecisse  men- 
tionem,  quos  omnes  sibi  fuisse  auctores  Varro  commemorat,  gramma- 
ticos  Glaucum  Samium  et  Hermocraten  lasium:  item  philosophum 
Theophrastum  peripateticum,  cui  divina  facundia  nomen  adscivit,  nee 
non  eiusdem  sectae  Athenodorum,  summi  acuminis  virum,  qui  quandam 
prosodiara  ^ovbrovov  appellat,  quae  videtur  non  alia  esse  quam  media, 
licet  diverso  vocabulo.  Let  us  see  then  what  the  implication  of  this 
Hellenizing  equation  will  be: 

/j.€(rrj  irpoo-udla  =>  /J.OVOTOVOS  =  Greek  unaccented   tones  =  Latin 
initial  A  in  the  bi-accentual  tripudium  =  Latin  O  =  Latin  G. 

Thus  the  middle  has  swallowed  up  the  extremes,  or,  if  you  please,  the 
tail  the  entire  dog. 

Nee  desunt  qui  prosodias  plures  esse  quam  quattuor  putaverint,  ut 
Glaucus  Samius,  a  quo  sex  prosodiae  propositae  sunt  sub  hisce  nomini- 
bus:  ave.iiJ.kvr],  juecrrj,  kirt,TtTap.kvri,  /ce/cXacr/iei'r?,  a.vaK\onj.kvr\,  avrava.K\w^kvi]. 
sed  hie  quoque  non  dissentit  a  nobis,  nam  cuivis  ex  ipsis  nominibus 
intellectu  proclive  est  tres  primas  esse  simplices  et  non  alias  quam 
(3apdav  nea^v  6£elav,  postremos  autem  tres  dupltces  et  quasi  species 
unius  flexae,  quae  est  genere  una.  hanc  enim  flecti  non  uno  modo 
omnes  putaverunt:  Eratosthenes  ex  parte  priore  acuta  in  gravem  poste- 
riorem,  Theodorus  autem  aliquando  etiam  ex  gravi  in  acutiorem  escen- 
dere.  ceterum  Varro  in  utramque  partem  moveri  arbitratur,  neque 
hoc  facile  fieri  sine  media,  eamque  acutam  plerumqiie  esse  potius  quam 
gravem,  quod  ea  propior  utramque  est  quam  ilia  superior  et  inferior 
inter  se.  This  motivation  of  Varro's  assertion  is  a  sleepy  addition  of 
our  commentator,  who  makes  very  little  out  of  the  whole  discussion, 
and  consequently  does  not  see  that  the  legitimacy  of  Varro's  postulate 
follows  from  the  definition  of  the  media  as  a  tonic  sliding-scale.  Hence 
his  charitable  attitude  to  others  like  himself,  and  hence  the  serenity 
with  which  in  his  ignorance  he  surrenders  the  whole  contention: 
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Sed  hoc  de  media  prosodia  satis,  quo  quis  sciat  esse  quaerendam. 
ceterum  quihanc  ignorant,  quia  sola  noverunt  quae  in  scholis  studuerunt , 
non  sunt  culpandi.  sed  nee  magistros,  qui  tres  solas  demonstrant, 
erroris  arguerim,  si  modo  hoc  docendi  causa  faciunt,  cum  ipsos  quarta 
non  lateat:  tres  prosodias  in  usu  esse  scire  oportet;  media  autem,  quae 
inter  duas  quasi  limes  est,  quod  gravioris  quam  acutioris  similior  est, 
in  inferioris  potius  quam  superioris  numerum  relegatur.  in  hoc  enim  fere 
doctissimorum  consensus  est,  acutam  phis  una  in  verbo  esse  non  posse, 
graves  esse  complures.  The  old  lie  has  become  an  article  of  axiomatic 
faith,  and  hence  our  commentator  does  not  see  that  Varro  was  face  to 
face  with  the  tripudic  condition  A-O-A-O-G,  and  not  with  the  later 
fiction  O-O-A-O-G,  or  in  reality  and  worse  still,  O-O-A-O-O  or  G-G-A- 
G-G,  which  is  what  it  all  came  to.  Accordingly,  after  having  uncon- 
sciously set  forth  to  view  the  whole  process  of  the  taking  off  of  tripudic 
truth,  he  proceeds  to  reaffirm  and  hand  on  the  Hellenizing  fiction  thai 
ousted  it.  And  the  heart  of  that  fiction  is :  Down  with  all  mention  of 
the  tripudium  with  its  barbarous  initial  accent. 

This  then  is  the  tenuis  deupla  that  <f>i\6drj/j.os  Tyrannion  doled  out 
to  his  admiring  auditors  in  Rome,  while  endowing  Latin  speech 
with  a  ready-made  musical  accent,  and  providing  Roman  pedantry 
with  a  new  body  of  doctrine,  quo  uno  animus  alitur.  The  sequel  gives 
us  a  sample  of  this  spiritual  pabulum:  Prosodiam  ibi  esse  dicimus,  ubi 
aut  sursum  est  aut  deorsum.  quae  demissior  est  a  pluribus  /3apela  appella- 
tur  Graece,  Latine  vero  gravis,  ideo  quod  deorsum  est  in  sede  scilicet 
ponderum  graviorum.  at  earn  quae  sursum  est  Glaucus  kTriTtroifj.kvr]v, 
item  alius  aliter,  sed  nemo  adhuc  levem  vocavit,  quamvis  id 
erat  gravi  contrarium;  verum  ea  nomen  obtinet  b&lav,  Latine 
acuta,  ideo  quod  tenuis  et  omne  acutum  tenue.  inter  has  est  II&GT), 
Latine  media,  quia  limes  est,  per  quern  duae  supra  dictae  ultro  citroque 
commeant.  quartae  illi,  quia  ceteris  perplexior  est,  plura  sunt  voca- 
bula.  Ammonius  Alexandrius,  qui  Aristarchi  scholae  successit, 
6£vl3apov  vocat,  Ephorus  autem  Cymaeus  irtpiairaaiv,  Dionysius 
Olympius  blrovov,  Hermocrates  lasius  <TV/J.TT\CKTOV,  Epicharmus  Syra- 
cusius  K€K\acrnkvr}v;  verum  ea  nunc  ab  omnibus  TrepicrirufjLfvr]  Graece 
vocatur,  apud  nos  flexa,  quoniam  primo  erecta  rursus  in  gravem 
flectitur.  acuta  exilior  et  brevior  et  omni  modo  minor  est  quam 
gravis,  ut  est  facile  ex  musica  cognoscere,  cuius  imago  prosodia.  nam 
et  in  cithara  omnique  psalterio  quo  quaeque  chorda  acutior,  eo 
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exilior,  et  tibia  tanto  est  voce  acutiore,  quanto  cavo  angustiore, 
adeo  ut  corniculo  aut  bamborio  addito  gravior  reddatur,  quod 
crassior  exit  in  aera.  brevitatem  quoque  acutae  vocis  in  isdem  organis 
animadvertere  licebit,  si  quidem  pulsu  chordarum  citius  acuta  trans- 
volat,  gravis  autem  diutius  auribus  inmoratur.  etiam  ipsae  chordae 
quae  crassius  sonant  longiores  videntur,  quia  laxius  tenduntur;  item 
in  fistula  duo  calami  brevissimi  qui  acutissimae  vocis:  tibiae  quoque 
acutiores  quae  breviores,  et  his  foramina  quam  sunt  ori  proxima  et 
brevioris  aeris  motum  persentiscunt,  tarn  vocem  reddunt  acutam.  sic 
in  loquentium  legentiumque  voce,  ubi  sunt  prosodiae  velut  quaedam 
stamina,  acuta  tenuior  est  quam  gravis  et  brevis  adeo,  ut  non  longius 
quam  per  unam  syllabam,  quin  immo  per  unum  tempus  protrahatur; 
cum  gravis,  quo  uberior  et  tardior  est,  diutius  in  verbomoreturetiunctim 
quamvis  in  multis  syllabis  residat.  quocirca  graves  numero  sunt  plures, 
pauciores  acutae,  flexae  rarissimae.  Thus  tripudic  truth  is  turned 
topsy-turvy :  the  acute  accent  must  never  be  considered  as  invading  two 
syllables,  nor  the  grave  stress  as  confined  to  the  last. 

Acutae  nota  est  virgula  a  sinistra  parte  dextrorsum  sublime  fasti- 
gata  / ;  gravis  autem  notatur  simili  virgula  in  eandem  partem  depresso 
fastigio  \,.  quae  notae  demonstrant  omnem  acutam  vocem  sursum  esse 
et  gravem  deorsum.  ipsum  etiam  musicorum  docetur  diagrammate, 
in  quo  tropi  pro  acumine  vocum  superiores  scribuntur,  denique  sum- 
mus  hyperlydius,  quia  acutissimus,  infimus  hypodorius,  quo  nullus 
est  gravior.  flexa  autem  prosodia,  quod  duplex  est  et  ex  acuta  gravi- 
que  ficta,  notam  habet  nomini  potestatique  respondentem :  nam  a  sinistro 
cum  surgens  arduo  fastigio.  et  sursum  molli  curvatura  dextroversum 
flexa  praecipiti  clivo  deprimitur  et  speciem  pronae  litterae  C  efficit  O  , 
priorem  acutam  et  posteriorem  gravem  sibi  inesse  significat.  mediae 
vero,  cuius  nunc  usus  non  habetur,  notam  non  ponimus,  quia  neque  a 
maioribus  accepimus  neque  fingere  possumus. 

Tripudic  accentual  order  is  fixed:  A-O-A-O-G.  Hence  the  new  doc- 
trine must  take  special  account  of  that :  Ordo  in  accentibus  non  attendi- 
tur,  verum  varie  nunc  gravem,  nunc  acutum,  nonnumquam  flexum 
primo  loco  poni  non  dubium  recipit ;  non  tamen  setius  est  aliquis  prior 
natura  quam  alius,  non  secus  atque  in  litteris  evenit.  Away  therefore 
with  horridus  ille  pes  Saturnius ! 

And  finally,  the  aim  of  this  musical  theory  of  accent  is  to  provide  a 
theoretic  basis  for  a  thoroughgoing  quantitative  rhythm  like  the  Greek, 
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and  thus  to  do  away  with  the  native  tripudic  rhythm  of  accent  alto- 
gether. Hence  the  antagonism  between  the  metrici  and  the  rhyth- 
mici,  which  resulted,  as  it  could  only  result,  in  the  maintenance  of  the 
tripudic  ground- work  and  the  adoption  of  the  quantitative  dress:  Nobis 
de  accentu  dicturis  non  longitudo  tractanda  est  verum  altitude,  quae 
tamen  liquido  cognosci  non  potest,  nisi  longitudinis  quoque  ratio  habea- 
tur.  in  eius  enim  aliqua  parte  esse  debet  id  quod  altissimum  est.  deni- 
que,  cum  verbum  enuntietur,  aliqua  in  eo  syllaba  necesse  est  summum 
illud  vocis  fastigium  possideat;  sed  quae  potissimum  sit  ea,  monstrari 
non  potest  nisi  per  temporum  numerum,  qui  proprie  longitudinis  est. 
Here  we  have  pure  tripudic  doctrine:  the  special  accentual  syllable 
can  only  be  pointed  out  through  the  counting  of  the  time-beats,  per 
temporum  numerum;  in  the  tripudic  word-foot  A-A-G,  the  first  time- 
beat  or  tempus  is  the  initial  accent,  the  second  is  the  penultimate 
accent,  and  the  third  is  the  final  grave  stress;  the  numerus  is  the  stress- 
group,  or  number  of  time-beats,  in  the  tripudic  measure,  or  modus. 

Quapropter,  etr>i  metricis  videtur  ad  rhytkmicos  solos  pertinere  tem- 
porum dinumerare  intervalla,  tamen,  quia  titulus  propositi  utramque 
flagitat  cogitationem,  ne  quid  quod  ad  discendos  accentus  pertinet  deesse 
videatur,  de  verbi  longitudine  dicendum  est,  ea  sola  attingentes,  quae 
operi  necessaria  videbuntur.  Accordingly,  the  metrici  hold  that  it  is 
no  concern  of  theirs  to  count  off  exactly  (in  pairs  of  stress  contrasts) 
the  tripudic  measures  (temporum  intervalla,  time-beat  intervals) :  such 
pairing  off  of  stresses  or  stress-complexes  is  the  business  of  tripudic 
rhythm,  not  of  Greek  quantitative  metric.  Here,  then,  we  have  the  bold 
proposition  on  the  part  of  the  hellenizing  metrici  to  adopt  Greek  quanti- 
tative metric  absolutely,  and  to  renounce  all  allegiance  to  the  native 
rhythm  of  stress  contrast,  the  essence  of  which  was  an  exact  counting 
off  of  the  tripudic  time-beats  (temporum  dinumerare  intervalla).  In 
a  word,  the  doctrine  of  this  hellenomania  is:  Metrum  sine  rhythmo 
esse  potest, — the  new  quantitative  metric  shall  be  independent  of  the 
native  tripudic  rhythm  of  Latin  speech,  and  not  like  that  of  Plautus  and 
Terence  a  quantitative  metric  upon  a  tripudic  ground- work:  Terentius 
rhythmis  scribit  comoedias  vel  Plautus;  cf.  Keil  IV.  533.  25. 

But  nature  sets  bounds  to  artificiality,  and  the  tone  of  compromise 
is  apparent  in  the  very  propaganda:  Longitudo  verborum  duabus  in 
rebus  est,  tempore  et  syllabis.  tempus  ad  rhythmicos  pertinet,  syllabae 
ad  metricos.  inter  rhythmicos  et  metricos  dissensio  nonnulla  est,  quod 
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rhythmic!  in  versu  longitudine  vocis  tempora  metiuntur,  et  huius  men- 
surae  modulum  faciunt  tempus  brevissimum,  in  quo  cum  quae  syllaba 
enuntiata  sit  brevem  vocari.  He~e  we  have  a  palpable  confusion  of 
phonetic  phenomena;  Varro's  statement  is  nothing  but  the  quantita- 
tive masquerade  of  the  tripudic  principle  of  stress  contrast,  and  if  it 
is  to  have  scientific  point  should  really  be:  rhythmici  in  versu  crassitu- 
dine  vocis  tempora  metiuntur,  et  huius  mensurae  modulum  faciunt  tempus 
tenue  (temps  faible) ,  in  quo  cum  quae  syllaba  enuntiata  sit  tenuem  vocari. 
This  ambiguity  in  the  meaning  of  tempus,  now  as  time-beat  with  the 
rhythmici,  now  as  time-length  with  the  metrici,  is  but  the  conceptual 
result  of  the  scientific  confusion  of  strength  of  tone  with  duration  of 
toner  in  tripudic  accentual  rhythm  it  is  strength  of  tone  that  gives  the 
rhythmopoeic  thesis-beat  and  arsis-beat,  temps  fort  and  temps  faible  in 
French  music,  and  not  duration  of  utterance,  whereas  in  Greek  quantita- 
tive rhythm  it  is  duration  of  utterance  that  marks  the  rhythmopoeic 
thesis-beat  and  arsis-beat,  and  not  strength  of  tone.  By  the  aid  of  this 
vox  aequivoca  hellenizing  theory  was  enabled  to  reinterpret,  both  for  the 
rhythm  of  prose  and  for  the  rhythm  of  poetry,  tripudic  tempora  or 
accentual  time-beats  as  metrical  tempora  or  quantitative  time-beats, 
and  consequently  tripudic  compositio  verborum  or  accentual  rhythm  as 
metrical  compositio  pedum  or  quantitative  rhythm. 

Metrici  autem  versuum  mensuram  syllabis  comprehendunt  et  huius 
modulum  syllabam  brevem  arbitrantur,  tempus  autem  brevissimum 
intellegi  quod  enuntiationem  brevissimae  syllabae  cohaerens  adaequa- 
verit.  itaque  rhythmici  temporibus  syllabas,  metrici  tempora  syllabis 
finiunt.  In  this  last  sentence  we  have  a  pointed  illustration  of  the 
conceptual  equivocation  in  the  use  of  tempora:  'and  so  the  rhythmici 
define  syllables  by  accentual  time-beats,  the  metrici  define  quantitative 
time-beats  by  syllables/ — the  tempora  of  the  rhythmici  are  the  temps 
fort  (tempus  crassum)  and  temps  faible  (tempus  tenue)  of  stress  rhythm, 
the  tempora  of  the  metrici  the  tempus  longum  and  tempus  breve  of 
quantitative  metric. 

But  these  differences  of  definition  are  unimportant,  provided  only 
for  purposes  of  theoretic  study  (discendi  causa)  the  qua  ntitative  termi- 
nology be  accepted:  Neque  enim  refert,  tempus  in  syllaba  esse,  an  in  tern- 
pore  syllabam  dicamus,  dum  modo  discendi  causa  concessum  est  earn 
moram,  qua  brevis  syllaba  dicitur,  unum  et  brevissimum  tempus  vocare; 
qua  vero  longa  profertur,  duo  tempora  appellare,  ipsa  cogit  natura  cum 
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loquimur.  brevem  povoxpovov,  longum  dlxpovov  appellamus.  duo  enim 
longa  syllaba  habet  tempora,  positionis  et  naturae;  brevis  naturae 
habet  tantummodo. 

That  Varro  recognized  an  element  in  Latin  accent  for  which  he  could 
only  find  an  analogy  in  the  Greek  smooth  and  rough  breathing,  but  which 
was  in  reality  its  fundamental  element  of  stress,  and  entirely  alien  to  un- 
latinized  Greek,  is  indicated  in  his  placing  crassitude  in  Latin  accent  on 
equal  footing  with  its  other  two  elements  of  longitudo  and  altitude,  Keil 
IV.  525:  In  accentu  materia  locus  et  natura  prosodiae  brevissime  com- 
prehensa  sunt.  nam  materia  esse  ostenditur  vox,  et  ea  quidem  qua  verba 
possunt  sonare,  id  est  scriptilis;  locus  autem  syllaba,  quoniam  haec  pro- 
pria  verbi  pars  est,  quae  recipit  accentum.  natura  vero  prosodiae  in  eo 
est  quod  aut  sursum  est  aut  deorsum:  nam  in  vocis  altitudine  omnino 
spectatur,  adeo  ut,  si  omnes  syllabae  pari  fastigio  vocis  enuntientur,  pro- 
sodia  sit  nulla.  scire  autem  oportet  vocem,  sicut  omne  corpus,  tris  habere 
distantias,  longitudinem,  altitudinem,  crassitudinem.  longitudinem  tern- 
pore  ac  syllabis  metimur:  nam  et  quantum  temporis  enuntiandis  verbis 
teratur,  et  quanto  numero  modoque  syllabarum  unum  quodque  sit  ver- 
bum,  plurimum  refert.  Here,  then,  as  elsewhere  the  quantitative  conven- 
tion is  to  be  regarded  as  the  all-important  thing. 

Altitudinem  discernit  accentus,  cum  pars  verbi  aut  in  grave  deprimitur 
aut  sublimatur  in  acutum.  crassitude  autem  in  spiritu  est,  unde  etiam 
Graeci  aspirationem  appellant  davelav  et  \l/i\-rjv:  nam  omnes  voces 
aut  aspirando  facimus  pinguiores,  aut  sine  aspiratu  pronuntiando  tenu- 
iores.  Accordingly,  we  may  outline  the  scientific  import  of  hellenizing 
procedure  with  regard  to  the  tripudic  word-foot  A-O-A-O-G :  the  three  ele- 
ments of  longitudo,  altitude,  and  crassitude  are  present  in  each  syllabic 
utterance;  the  stress  element  of  crassitude  is  considered  as  reaching  the 
acute  tone  only  in  the  penultimate  stress;  consequently  the  other  four 
syllables,  as  falling  by  hypothesis  below  the  acute  level,  become  mediae 
or  graves,  and  we  have  a  Greek  musical  accent  in  place  of  a  Latin  accent 
of  stress  gradation  (Ictuum  descensio),  and  the  way  is  theoretically  clear 
for  the  adoption  of  a  thoroughgoing  Greek  quantitative  verse-beat, 
which  shall  have  no  more  concern  with  tripudic  rhythm  than  does  Greek 
itself. 

Accordingly,  Cicero,  having  proclaimed  the  new  doctrine  of  the  single 
musical  accent  as  an  inviolable  law  of  nature,  proceeds  to  deck  out  the 
native  tripudic  rhythm  of  artistic  Latin  prose  with  the  false-face  of  Greek 
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quantitative  rhythm.  This  becomes  quite  easy,  if  we  substitute  in  our 
hellenizing  theory  the  idea  of  word-foot  in  place  of  verse-foot,  which  alone, 
of  course,  is  contemplated  in  the  true  quantitative  doctrine.  The  paeon, 
for  example,  as  a  Latin  word-foot  furnishes  in  every  phase  the  most  per- 
fect tripudic  type,  and  one  which  is  therefore  rhythmical  in  every  possible 
connection : 

±   w  •  w   *   =  A-A-G 
A   i  w  o   =  A-A-O-G 
w  •  ^   ±   *   =  A-A-G 
1  w  •  w  j.   =  A-A-G 

Consequently,  Cicero  exploits  with  favor  Aristotle's  doctrine  of  the 
iraidv,  Rhet.  III.  8.  4:  TOJJ>  de  pvd/jLuv  6  pev  rjpuos  credos  Kal  Xe/CTtKTJs 
apuovlas  de6jj.evos,  6  8'  lan/Sos  avrrj  kanv  17  Xe£is  17  TU^  TroXXooi'*  did 
fj.d\L<TTa  irdvTCiov  ruv  nerpuv  lafj,(3ela  <J)6eyyovTai  \eyovres.  del  de  a^vor^ra 
ytvtcrdou.  Kal  knar^aai..  o  5t  rpoxalos  KopdaKLK&repos'  drj\ol  de  TO.  rerpd- 
UtTpa'  eari  yap  rpoxcpos  6  pvd/jios  rd  rtrpd^trpa.  XeiTrerai  5c  Traidv, 
&  kxpwvTo  fj.ev  dwo  Qpaav(j.dxov  dp%dfj.evoi,  OVK  elxov  5e  hkyeiv  rts  r/v. 
tart  6e  rpiros  6  iraidv  Kal  exb/Jievos  TUIV  dpTi^evw  rpla  ydp  irpos  dv' 
tarlv,  endvtov  5e  6  /JLCV  ev  Trpos  ev,  6  de  dvo  wpos  ev'  excrai  5c  TUV  \6yuv 
Tovruiv  6  77/xi6Xios'  OVTOS  d'  kffTLV  6  Traidv  ol  fj,ev  ovv  aXXoL  did  re  TO;  et- 
pr]/j.eva  a0ereot  Kal  SLOTL  fj-erpLKoi'  6  de  waidv  XrjTrreos'  curb  fJ,6vov  ydp 
OVK  e&Ti  nerpov  TUV  py]6evTUv  pvOfWV,  coare  ^dKiffTo.  \avddveiv.  With  this 
compare  Cicero,  Orator,  56.  191:  Sequitur  ergo,  ut  qui  maxime 
cadant  in  orationem  aptam  numeri  videndum  sit;  sunt  enim  qui 
iambicum  putent,  quod  sit  orationi  simillimus;  qua  de  causa  fieri, 
ut  is  potissimum  propter  similitudinem  veritatis  adhibeatur  in  fabulis, 
quod  ille  dactylicus  numerus  hexametrorum  magniloquentiae  sit 
adcommodatior;  Ephorus  autem,  levis  ipse  orator,  sed  profectus 
ex  optima  disciplina,  paeana  sequitur  aut  dactylum,  fugit  autem 
spondeum  et  trochaeum;  quod  enim  paean  habeat  tris  brevis, 
dactylus  autem  duas,  brevitate  et  celeritate  syllabarum  labi  putat  verba 
proclivius,  contraque  accidere  in  spondeo  et  trochaeo:  quod  alter  e  longis 
constet,  alter  e  brevibus,  fieri  alteram  nimis  incitatam,  alteram  nimis 
tardam  orationem,  neutram  temperatam;  sed  et  illi  priores  errant  et  Epho- 
rus in  culpa  est :  nam  et  qui  paeana  praetereunt,  non  vident  mollissimum 
a  se  numerum  eundemque  amplissimum  praeteriri,  quod  longe  Aristoteli 
videtur  secus,  qui  iudicat  heroum  numerum  grandiorem  quam  desideret 
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soluta  oratio,  iambum  autem  nimis  e  volgari  esse  sermone;  ita  neque 
humilem  et  abiectam  orationem  nee  nimis  altam  et  exaggeratam  probat, 
plenam  tamen  earn  volt  esse  gravitatis,  ut  eos  qui  audient  ad  maiorem 
admirationem  possit  traducere;  trochaeum  autem,  qui  est  eodem  spatio 
quo  choreus,  cordacem  appellat,  quia  contractio  et  brevitas  dignitatem 
non  habeat;  ita  paeana  probat  eoque  ait  uti  omnis,  sed  ipsos  non  sentire, 
cum  utantur;  esse  autem  tertium  ac  medium  inter  illos,  et  ita  factos  eos 
pedes  esse,  ut  in  eis  singulis  modus  insit  aut  sesquiplex  aut  duplex  aut  par: 
itaque  illi,  de  quibus  ante  dixi,  tantum  modocommoditatishabuerunt 
rationem  nullam  dignitatis;  iambus  enim  et  dactylus  in  versum  cadunt 
maxime,  itaque  ut  versum  fugimus  in  oratione,  sic  hi  sunt  evitandi  con- 
tinuati  pedes;  aliud  enim  quiddam  est  oratio  nee  quicquam  ininiicius 
quam  ilia  versibus;  paean  autem  minime  est  aptus  ad  versum;  quo 
libentius  eum  recepit  ora  tio.  Ephorus  vero  ne  spondeum  quidem,  quern 
fugit,  intellegit  esse  aequalem  dactylo,  quern  probat;  syllabis  enim  meti- 
endos  pedes,  non  intervallis  existimat;  quod  idem  facit  in  trochaeo,  qui 
temporibus  et  intervallis  est  par  iambo,  sed  eo  vitiosius  in  oratione,  si 
ponatur  extremus,  quod  verba melius  in syllabas  longiores  cadunt.  atque 
haec,  quae  sunt  apud  Aristotelem,  eadem  a  Theophrasto  Theodecteque 
de  paeane  dicuntur.  ego  autem  sentio  omnis  in  oratione  esse  quasi  permix- 
tos  et  confusos  pedes;  nee  enim  effugere  possemus  animadversionem,  si 
semper  eisdem  uteremur,  quia  nee  numerosa  esse,  ut  poema,  neque  extra 
numerum,  ut  sermo  volgi,  esse  debet  oratio:  alterum  nimis  est  vinctum, 
ut  de  industria  factum  appareat,  alterum  nimis  dissolutum,  ut  pervaga- 
tum  ac  volgare  videatur;  ut  ab  altero  non  delectere,  alterum  oderis:  sit 
igitur  ut  supra  dixi,  permixta  et  temperata  numeris  nee  dissoluta  nee  iota 
numerosa,  paeane  maxime,  quoniam  optimus  auctor  ita  censet,  sed  reliquis 
etiam  numeris,  quos  ille  praeterit,  temperata.  Here  then  we  have  a  defini- 
tion of  quantitative  rhythm  in  Latin  prose,  which  is  sufficiently  general 
to  include  the  quantitative  freedom  of  the  tripudium.  Henceforth,  there- 
fore, tripudic  prose  rhythm  or  compositio  verborum  may  masquerade  freely 
as  quantitative  prose  rhythm  or  compositio  pedum,  and  hellenizing 
orthodoxy  may  disport  itself  in  such  lucubrations  as  Ps.  Bassus,  Keil  VI. 
307  ff.  Breviatio  Pedum  and  De  Compositionibus,  Rufinus,  Keil  VI. 
565  ff.  De  Compositione  et  de  Metris  Oratorum,  and  modern  metrical 
Clauselgesetze;  cf.  E.  Miiller  (De  Numero  Ciceroniano,  Berlin  1886), 
Norden  (Kunstprosa,  Anhang),  Wolff  (De  Clausulis  Ciceronianis, 
Jahrb.  f.  Phiiol.  SuppJem.  xxvi),  Zielinski  (Das  Clauselgesetz  in  Ciceros 
Reden,  Leipzig  iQ04),Lanrand  (Etudes  sur  le  style  des  discours  de  Ciceron, 
Paris  1907). 
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Thus  while  Ennius,  with  his  artificial  Greek  verse-beat  in  affected  con- 
flict with  tripudic  rhythm,  successfully  stultified  classic  practice,  Cicero, 
with  his  hellenizing  pragmatism,  successfully  stultified  classic  theory, 
nor  could  all  the  accentual  and  rhythmical  theorizing  of  a  Tyrannic,  a 
Varro,  or  a  Cicero  himself,  avail  to  transcend  the  dualism  in  art  which 
the  innovation  of  Ennius  had  inaugurated.  The  limit  of  possible  artifi- 
ciality was  reached  in  the  use  of  the  tripudic  rhythm  with  a  free  quantita- 
tive verse-beat,  and  Ennius  remained  the  recognized  father  of  the  classic 
Muse: 

Lucretius,  I.  117, 

Ennius  ut  noster  cecinit  qui  primus  amoeno 
Detulit  ex  Helicone  perenni  fronde  coronam, 
Per  gentes  Italas  hominum  quae  clara  clueret. 

How  far  short  the  classic  guild  remained  of  their  Utopian  ideal  of  com- 
plete emancipation  from  the  tripudium,  may  be  read  between  the  lines 
of  the  autocrat  of  Augustan  art: 
Horace,  Epist.  II.  1.156, 

Graecia  capta  ferum  victorem  cepit  et  artes 
Intulit  agresti  Latio :  sic  horridus  ille 
Defluxit  numerus  Saturnius  et  grave  virus 
Munditiae  pepulere;  sed  in  longum  tamen  aevom 
Manserunt  hodieque  manent  vestigia  ruris. 

Defluxit  means  flowed  on,  not  flowed  away:  it  expresses  an  evolution, 
not  a  cessation. 

The  Saturnian  verse  had  assumed  a  quantitative  movement,  whose  or- 
derly graces  had  driven  into  the  background  the  old  tripudic  poison;  but 
the  tripudic  footprints  had  abided  through  the  ages  and  they  still 
remained. 

But  the  ribald  rhythms  of  Caesar's  soldiery  had  already  sounded  the 
knell  alike  to  the  artificiality  of  classic  practice,  which  affected  to  unite 
in  mutual  independence  a  rhythm  of  accent  and  a  rhythm  of  structure, 
and  to  the  absurdity  of  classic  theory,  which  coquetted  with  the  dream  of 
replacing  a  stress  accent  and  its  corresponding  rhythm  with  a  musical 
accent  and  a  rhythm  of  quantity:  Suetonius,  De  lulio  49:  Gallico  denique 
triumpho  milites  eius  inter  cetera  carmina,  qualia  currum  prosequentes 
ioculariter  canunt,  etiam  illud  vulgatissimumpronuntiaverunt, 


50  THE  LITERARY  SATURNIAN 

±  WJ.  i     J.  A      i     J.        ||        i     wr        i 

G  a  1  1  i  a  s    Caesar  subegit,    Nicomedes  Caesarem: 
II  II  ii  «i 

A-O-G         A-G  |  A-A-G0  |    A-O-A-G°|     A-O-G 

Ecce  Caesar  nunc  triumphat  qui  subegit  Gallias, 
I  i  I  I  till 

A-G     A-G  I   A  -   A  A    -    G    ||  A  -  A  A-G°|    A-O-G 
i   .       »,|i       j.   i  II  1     J.    *     tl     1 


JL.      —          •—  OJ-  MM         C?      •*»     M     I          — i       sy      *^ 

Nicomedes  non  triumphat  qui  subegit  Caesarem. 
I          I  I  •  ii  ii 

A-O-A-G  |  A  -  A  A    -    G  II   A-A  A-G°|     A-O-G 

Ibid.  51:  Ne  provincialibus  quidem  matrimoniis  abstinuisse  vel  hoc  dis- 
ticho  apparet  iactato  aeque  a  militibus  per  Gallicum  triumphum, 

U  r  b  a  n  i  servate  u  x  o  r  e  s,  moechum  calvom  adducimus; 
(  I  I  I  I  I  ii 

A  -A-G  A-A    |  A-A-G  II   A  -  G      A     -   A    |  A-O  -  G 

Aurum  in  Gallia  effutuisli,  hie  sumpsisti  mutuom. 
I  ii  ii  ill 

A         G      A-G°|A-0-0-A-G||  A  -  A       A-G°|  A-O-G 

Ibid.  80:  Peregrinis  in  senatum  allectis,  libellus  propositus  est:  'Bonum 
factum:  ne  quis  senatori  novo  curia  mmonstra  re  velit!' et  ilia  volgo  cane- 
bantur, 

i  j.        i  *  |  i     J,  i  i&  •  f  •  1  '«       i        *  |  J.  w  j. 

Gallos  Caesar  in  triumphum  ducit,  idem  in  curia  m: 
I  I  i  I  ii  i» 

A-G      A-G|A-AA         G    ||    A-G     A  -  G°|  A-O-G 

i      .i.       1        j.    |        i    w   w  1    -i.       ||  i-i.  1    -i.      :      i        ^    -t. 

Galli  bracas     deposuerunt,  la  turn  clavom  sumpserunt. 
A-G     A  -  G°|    A-0-O-A-G   ||  A-G        A-G°  |    A-O-G 

Ibid.:  Subscripsere  quidam  Luci  Bruti  statuae:  'Utinam  viveres!'  item 
ipsius  Caesaris, 
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»    i 


Brutus,  quia  reges  eiecit,  consul  primus  factus  est: 
I  •  I  i  •  »  •  I 

A-G        A   -  A-G   IA-A-G  ||  A-G      A-G  |  A-G  -  A 

».,».,»  .  !    i    i         II    i          ••       .  I    i  i 


Hie,  quia  consules  eiecit,    rex  postremo  factus  est . 
•  i          i         i  i  r        "  i  » 

A     -  A     A  -O-  G  |  A-A-G     ||  A  -    A    A-G    A-G-A 

In  a  like  connection,  Gellius  XV.  4:  In  sermonibus  nuper  fuit  senio- 
rum  hominum  et  eruditorum  multos  in  vetere  memoria  altissimum  dig- 
nitatis  gradum  ascendisse  ignobilissimos  prius  homines  et  despicatissi- 
mos.  Nihil  adeo  de  quoquam  tantae  admirationi  fuit,  quantae  fuerunt, 
quae  de  Ventidio  Basso  scripta  sunt:  eum  Picentem  fuisse  genere  et  loco 
humili,  et  matrem  eius  a  Pompeio  Strabone,  Pompei  Magni  patre,  bello 
sociali,  quo  Asculanos  subegit,  captam  cum  ipso  esse;  mox  triumphante 
Pompeio  Strabone  eum  quoque  puerum  inter  ceteros  ante  currum  impe- 
ratoris  sinu  matris  vectum  esse;  post,  cum  adolevisset,  victum  sibi  aegre 
quaesisse  eumque  sordide  invenisse  comparandis  mulis  et  vehiculis,  quae 
magistratibus,  qui  sortiti  provincias  forent,  praebenda  publice  conduxis- 
set.  In  isto  quaestu  notum  esse  coepisse  C.  Caesari  et  cum  eo  profectum 
esse  in  Gallias;  turn,  quia  in  ea  provincia  satis  naviter  versatus  esset  et 
deinceps  civili  bello  mandata  sibi  pleraque  impigre  et  strenue  fecisset, 
non  modo  in.  amicitiam  Caesaris,  sed  ex  ea  in  amplissimum  quoque  ordi- 
nem  pervenisse ;  mox  tribunum  quoque  plebi  ac  deinde  praetorem  creatum 
atque  in  eo  tempore  iudicatum  esse  a  senatu  hostem  cum  M.  Antonio; 
post  vero  coniunctis  partibus  non  pristinam  tantum  dignitatem  recipe- 
rasse,  sed  pontificatum  ac  deinde  consulatum  quoque  adeptum  esse,  eam- 
que  rem  tarn  intoleranter  tulisse  populum  Romanum,  qui  Ventidium 
Bassum  meminerat  curandis  mulis  victitasse,  ut  vulgo  per  vias  urbis  ver- 
siculi  proscriberentur: 

iiw       i     i||iwi|>!/lwi 

Concurrite  omnes  augures,   haruspices! 
I  »  (ill 

A-A-O  I  A  -  G°||  A-O-GI  A-A-O-G 


Portentum  inusitatum   conflatum   est   recens: 
«  «  •  i  »  » 

A-A         |    A-O-A-G     ||  A-A-G  A-G 
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Nam  mulos  qui  fricabat  consul  factus  est. 
II  •  i  i  '  • 

A    -    A-G  !  A  -  A    A-G  ||  A-G|  A  -G  -  A 

Here  therefore  in  the  unsophisticated  art  of  the  popular  ear  we  may 
chronicle  the  return  to  the  standpoint  of  the  great  Naevius,  and  the  res- 
urrection of  a  truly  artistic  metrum,  the  metrum  of  tripudic  rhythm  nat- 
urally, and  not  artificially,  modulated  to  the  rhythm  of  the  quantitative 
thesis:  instead  of  the  classic  dualism,  rhythmus  et  metrum,  we  have  the 
principle  of  all  artistic  accentual  rhythm,  rhythmus  cum  metro;  the  zero 
thesis  is  unthought  of,  and  even  the  procatalectic  thesis,  when  followed 
by  the  catalectic,  is  carefully  restricted.  It  was  the  only  art  by  which 
the  Hellenic  verse-beat  could  ever  replace  the  tripudic  in  the  Italico-Kel- 
tic  ear,  the  absolute  subjection  of  the  quantitative  ictus  to  the  artistic 
modulation  of  the  tripudium.  Thus  in  art  as  elsewhere  it  was  only  con- 
quered Greece  that  could  lead  captive  her  conquerer.  Accordingly,  in 
the  new  popular  art  of  the  Empire  the  tripudic  consciousness  faded  by  a 
kind  of  rhythmic  metempsychosis  into  that  of  modern  accentual  rhythm 
with  the  Greek  verse-beat,  whereas  in  the  classic  Ennian  tradition  the 
memory  of  the  tripudium  was  kept  alive  by  the  very  principle  of  rhyth- 
mus et  metrum,  which  had  crystallized  in  the  hexameter  in  an  artificial 
alternation  and  coincidence  of  tripudic  and  quantitative  verse-beat. 

It  was  by  the  magic  of  the  new  art  that  Caesius  Bassus  accomplished 
his  fraud,  and  'tuned  to  quantitative  rhythm  the  primal-ancient  utter- 
ances and  even  the  virile  clatter  of  the  Latin  lyre  '  : 

Persius  VI.  3, 

Mire  opifex  numeris  veterum  primordia  vocum, 
Atque  marem  strepitum  fidis  intendisse  Latinae! 

Under  the  spell  of  that  art  even  the  elder  generation  among  his  constitu- 
ency had  already  unconsciously  seethed  the  kid  in  its  mother's  milk,  and 
lost  the  consciousness  of  the  tripudic  numerus  in  the  very  perfection  of 
its  modulation  to  the  Greek  metrum: 

Mox  iuvenes  agitare  iocis,  et  pollice  honesto 
Egregius  lusisse  senes  ! 

And  even  the  orthodox  art  had  relaxed  its  bitterness  towards  the  tri- 
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pudic  fly  in  the  ointment,  because  in  the  alchemy  of  the  new  art  the  grave 
virus  of  the  tripudium  had  melted  away  into  the  mas  strepitus  fidis  Lati- 
nae, — tripudic  rhythm  had  become  modern  accentual  rhythm. 

With  the  perfect  modulation  of  the  tripudium  to  the  rhythm  of  the 
Greek  verse-beat,  rhythmus  becomes  once  more  and  finally  synonymous 
with  numerus,  and  metrum  becomes  for  all  time  rhythmus  cum  ratione 
metrica,  that  is,  tripudic  rhythm  modulated  to  the  Greek  verse-beat  and 
accompanied  by  quantitative  structure.  But,  as  a  matter  of  course,  the 
ars  grammatica  has  no  vocabulary  outside  that  of  musical  and  quantita- 
tive theory  to  make  clear  these  distinctions  either  to  itself  or  to  us. 
Quintilian,  Inst.  Or.  IX.  4.  45:  Omnis  structura  ac  dimensio  et  copulatio 
vocum  constat  aut  numeris  (numeros  pvd/jLov<;  accipi  volo)  aut  /xerpots, 
id  est  dimensione  quadam.  quod,  etiam  si  constat  utrumque  pedibus, 
habet  tamen  non  simplicem  differentia m.  nam  primum  numeri  spatio 
temporum  constant,  metra  etiam  ordine,  ideoque  alterum  esse  quantita- 
tis  videtur,  alterum  qualitatis.  pu0;u6s  est  aut  par,  ut  dactylicus,  una 
enim  syllaba  longa  par  est  duabus  brevibus  (est  quidem  vis  eadem  et  aliis 
pedibus,  sed  nomen  illud  tenet :  longam  esse  duorum  temporum,  brevem 
unius,  etiam  pueri  sciunt),  aut  sescuplex,  ut  paeonicus:  is  est  ex  longa  et 
tribus  brevibus  aut  ex  tribus  brevibus  et  longa,  vel  alio  quoque  modo,  ut 
tempora  tria  ad  duo  relata  sescuplum  faciant,  aut  duplex,  ut  iambus, 
nam  est  ex  brevi  et  longa,  quique  est  ei  contrarius.  sunt  hi  et  metrici 
pedes,  sed  hoc  interest,  quod  rhythmo  indifferens,  dactylicusne  ille  pri- 
ores  habeat  breves  an  sequentes :  tempus  enim  solum  metitur,  ut  a  sub- 
latione  ad  positionem  idem  spatii  sit.  proinde  alia  dimensio  est  versuum : 
pro  dactylicoponi  non  poterit  anapaestusautspondeus,nec  paean  eadem 
ratione  brevibus  incipiet  ac  desinet.  neque  solum  alium  pro  alio  pedem 
metrorum  ratio  non  recipit,  sed  ne  dactylum  quidem  aut  forte  spondeum 
alterum  pro  altero.  itaque  si  quinque  continues  dactylos,  ut  sunt  in  illo 

Panditur  interea  domus  omnipotentis  Olympi 

confundas,  solveris  versum.  sunt  et  ilia  discrimina,  quod  rhythmis  libera 
spatia,  metris  finita  sunt,  et  his  certae  clausulae,  illi,  quo  modo  coeperant, 
currunt  usque  ad  neTaftoMiv,  id  est  transitum  ad  aliud  rhythmi  genus, 
et  quod  metrum  in  verbis  modo,  rhythmos  etiam  in  corporis  motu  est. 
inania  quoque  tempora  rhythmi  facilius  accipient,  quamquam  haec 
et  in  metris  accidunt.  maior  tamen  illic  licentia  est,  ubi  tempora  etiam 
animo  metiuntur  et  pedum  et  digitorum  ictus  intervalla  signant  quibus- 
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dam  notis  atque  aestimant,  quot  breves  illud  spatium  habeat:  inde 
irevraffriiJiOL,  deinceps  longiores  sunt  percussiones,  nam 
tempus  est  unum.  These  percussiones  are  of  course  tripudic 
stresses  which  have  been  modulated  to  the  Hellenic  verse-beat,  and 
their  characterization  as  longiores  is  significant  of  that  hopeless  con- 
fusion of  quantitative  and  tripudic  phenomena,  which  marks  our  whole 
tradition.  But  the  tripudic  consciousness  is  lost  in  the  new  modulation, 
which  is  now  accepted  as  original.  Quint.  Inst.  Or.  IX.  4.  112:  Totus 
vero  hie  locus  non  ideo  tractatur  a  nobis,  ut  oratio,  quae  ferri  debet  ac 
fluere,  dimetiendis  pedibus  ac  perpendendis  syllabis  consenescat:  nam  id 
cum  miseri,  turn  in  minimis  occupati  est:  neque  enim  qui  se  totum  in  hac 
cura  consumpserit,  potioribus  vacabit,  si  quidem  relicto  rerum  pondere  ac 
nitore  contempto  tesserulas,  ut  ait  Lucilius,  struct  et  vermiculate  inter  se 
lexis  committet.  nonne  ergo  refrigeretur  sic  ralor  et  impetus  pereat,  ut 
equorum  cursum  delicati  minutis  passibus  frangunt?  quasi  vero  numeri 
non  sint  in  compositione  deprehensi,  sicut  poema  nemo  dubitaverit  im- 
petu  quodam  initio  fusum  et  aurium  mensura  et  similiter  decurrentium 
spatiorum  observatione  esse  generatum,  mox  in  eo  repertos  pedes.  satis 
igitur  in  hoc  nos  componet  multa  scribendi  exercitatio,  ut  ex  tempore 
etiam  similia  fundamus.  neque  vero  tam  sunt  intuendi  pedes  quam  uni- 
versa  comprehensio,  ut  versum  facientes  totum  ilium  decursum,  non  sex 
vel  quinque  partes,  ex  quibus  constat  versus,  adspiciunt:  ante  enim 
carmen  ortum  est  quam  observatio  carminis,  ideoque  illud  Fauni  vates- 
que  canebant.  ergo  quern  in  poemate  locum  habet  versificatio,  eum  in 
oratione  compositio.  This  compositio  verborum  is  therefore  the  rhythm 
of  prose,  free  tripudic  modulatio,  masquerading  as  usual  in  a  quantita- 
tive terminology  sufficiently  vague  to  suit  every  tripudic  possibility. 

But  Quintilian's  orthodoxy  does  not  blind  him  to  the  non-musical  na- 
ture of  the  tripudic  accent:  he  feels  its  peculiar  rigidity  and  sameness. 
Instit.  Orator.  XII.  10.  33 :  Sed  accentus  quoque  cum  rigore  quodam,  turn 
similitudine  ipsa  minus  suaves  habemus,  quia  ultima  syllaba  nee  acuta 
umquam  excitatur  nee  flexa  circumducitur,  sed  in  gravem  vel  duas  graves 
cadit  semper,  itaque  tan  to  est  sermo  Graecus  Latino  iucundior,  ut  nostri 
poetae,  quotiens  dulce  carmen  esse  voluerunt,  illorum  id  nominibus  exor- 
nent. 

The  new  art  of  the  hellenized  tripudium  begins  now  to  be  more  con- 
spicuous in  our  literary  tradition:  Spartianus,  Hadrianus  16.  3  (p.  17 
Peter).  Floro  poetae  scribenti  ad  se:  • 
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Ego  nolo  Caesar  esse 
I  ill 

A-G     A-Gj    A-G  A-G 


. 

Ambulare  per  Britannos 
i(i  i 

A  -  O-A-G|  A        A  A  -  G 


. 

Saltitare  per  Germanos 
A-O-A-Gj  A  -  A     A-G 


I 

Scythicas  pati  p  r  u  i  n  ?  s  , 
it  II 

A-G      A-G  |  A-A-G 
rescripsit  Hadrianus: 


Ego   nolo    Florus  esse 
i  i  I          i 

A-G    A-G  I    A-G    A-G 


A   -  O-A-G]  A  -A  A-G 

w'wloll  i     i     J. 

Latilare  per  popinas 
ill  » 

A-  A-G|  A  -  A  A-G 

w'wi       A  A|   >!/  1    j. 

Culices  pati    rotundos. 
II  i  i 

A  -  G      A-G|    A-A-G 
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Ibid.  25.  9  (p.  27  Peter)  Et  moriens  quidem  hos  versus  fecisse  dicitur: 

Aw»wOw'wC,|  1  ^      O 

I 

Animula  vagula   blandula 

»  •  II 

A  -  A  -G       A-G°|     A  -  O-G 


Hospes  comesque  corporis, 
(  I  II 

A-G     A-A-G°    A- O-G 


Quae  nunc  abibis  in  loca 
i  i  i          i 

A    -    A     A-A-G|  A-A-G 

i      w'w    O     w»w     *|      ±      ^    O 

Pallidula   rigida  nudula, 
I  I  ii 

A-A-G     A  -G°|   A -O-G 

A          i          J,     A     j       J,     A         vli 

Nee  ut  soles  dabis  iocos. 
i  i  i  i 

A  -  G     A-G  |   A-G     A-G 

Everywhere  the  classic  dualism  of  modulatio  el  metrum  has  given  place 
to  the  new  art  of  modulatio  cum  metro:  the  zero  thesis  is  discarded  and 
the  grave  thesis  no  longer  exaggerated. 

The  first  full  blast  of  the  new  music  greets  our  ears  in  the  Pervigilium 
Veneris,  with  which  we  may  date  the  literary  beginning  of  modern  Euro- 
pean accentual  rhythm : 

v.  i.     (Riese,  Anthologia  Latina,  No.  200), 

Ivt^il       I       A    i  j.  ||  i        4,     i  a.  I    i   A    * 

Cras  a  met  qui  numquam  amavit  quique  amavit  eras  ameti 
II  I  I  i          i       i  i  • 

A-A-G     A  -A       |       A -A-G  ||  A-   A     A-G  I    A-A-G 

Here  we  find  the  Italic  rhythm  so  perfectly  modulated  to  the  Hellenic 
verse-beat  that  the  ear  readily  loses  the  consciousness  of  the  tripudic 
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ground-tone.    The  quantitative  dress  is  all  that  separates  it  from  modern 
rhythm. 

v.  2, 

i      A  ^        1     i    |  A  i  -u    ||  i  o      i    *  { i    *     1 

Ver  novum,  ver  iam  canorum;  vere  natus  orbis  est, 
II  II  i          i  i  i 

A  -  A-G       A -A   !  A-A-G   HA-G     A-G|A-G-A 
v.  3, 

ioii^lAi^lli^i^liw^ 

Vere  concordant  amores,  vere  nubent   alites, 
ill  i  i»  i        i 

A-G  A-A-G  IA-A-GIIA-G  A-G°|A-O-G 

v.  4, 


_         &     Jt*         '!'       '  *•''  * 

Et  nemus  comam  resolvit  de  maritis  imbribus. 
ill  ii  ill 

A-A-G     A-G  1    A-A-G  II A    -AA-G°|A-O-G 

5, 

i    4,    I  j.     |    i    w  i    j.  ||  i    *     i     j.  |  i    ^  j. 

Cras  amorum  copulatrix  inter  umbras   arborum 
ii  i          i  i  i  i          i 

A-A    A-G°  I    A-O-A-G  ||A-G     A-G°|A-O-G 


Implicat  casas  virentis  de  flagello  myrteo, 
ii  i  i  i          i  i         i 

A-O-G    A-G  |    A-A-G  ||  A-A A-G°|     A-O-G 

v.  7, 

'       lij.li*i*lli*iia.f>L        j. 

I  I'  I 

Cras  Dione  iura  dicit  fulta  sublimi  throno. 
I  i          i  i  i  i  i  i 

A-AA-G|A-G    A-GII  A-G     A-A-GlA     -G 

The  charm  of  this  rhythmus  cum  metro  reveals  to  us  what  a  world  of 
rhythmic  melody  the  genius  of  a  Lucretius,  a  Catullus,  and  a  Vergil, 
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might  have  left  us,  had  it  been  unhampered  by  the  classic  convention  of 
the  rhythmus  et  metrum,  with  its  artificial  assertion  of  the  G  and  O  theses. 
The  new  movement  attains  literary  recognition  in  the  poetae  novelli 
of  Terentianus;  cf.  Keil  VI.  p.  400,  2528;  p.  384,  1973;  p.  383,  1922;  p. 
385,  1994.  It  is  not  surprising  that  we  hear  of  echoes  of  tripudic  truth 
in  the  discussions  of  the  school:  Gellius  VI  (VII).  6.  7:  Annianus  poeta 
praeter  ingenii  amoenitates  litterarum  quoque  veterum  et  rationum  in 
litteris  oppido  quam  peritus  fuit  et  sermocinabatur  mira  quadam  et  scita 
suavitate.  Is  affatim  ut  admodum  prima  acuta,  non  media,  pronuntiabat 
atque  ita  veteres  locutos  esse  censebat.  Itaque  se  audiente  Probum 
grammaticum  hos  versus  in  Plauti  Cistellaria  legisse  dicit : 

It  III  •  •  i 

Potine  tu  homo  facinus  facere  strenuum? — aliorum  affatim  est, 
II  »  it  ill 

Qui  faciant;  sane  ego  me  nolo  fortem  perhiberi  virum, 

causamque  esse  huic  accentui  dicebat,  quod  affatim  non  essent  duae  par- 
tes  orationis,  sed  utraque  pars  in  unam  vocem  coaluisset,  sicuti  in  eo  quo- 
que, quod  exadversum  dicimus,  secundam  syllabam  deberi  acui  existima- 
bat,  quoniam  una  non  duae  essent  partes  orationis;  itaque  ita  oportere 
apud  Terentium  legi  dicebat  in  his  versibus: 

i  i          i  i  (  » 

In  quo  haec  discebat  ludo,  exadversum  loco 
Tostrina  erat  quaedam. 

Here  then  we  have  an  appeal  to  the  rhythmus  cum  metro  of  Plautus  and 
Terence  as  a  safe  guide  to  accurate  accentuation.  Addebat  etiam,  quod 
ad  praeverbium  turn  ferme  acueretur,  cum  significant  tirlTa<nv,  quam 
intentionem  nos  dicimus,  sicut  adfabre  et  admodum  et  adprobe  dicuntur. 
But  Gellius  proceeds,  as  before  in  connection  with  the  doctrine  of  Ni- 
gidius  Figulus,  to  confuse  counsel  with  words  of  Hellenizing  orthodoxy: 
Cetera  quidem  satis  commode  Annianus.  Sed  si  hanc  particulam  sem- 
per, cum  intentionem  significaret,  acui  putavit,  non  id  perpetuum  vide- 
tur;  nam  et  adpotus  cum  dicimus  et  adprimus  et  adprime,  intentio  in  his 
omnibus,  neque  tamen  ad  particula  satis  commode  accertu  acuto  pro- 
nuntiatur.  Adprobus  tamen,  quod  significat  valde  probus,  non  infitias  eo, 
quin  prima  syllaba  acui  debeat.  Caecilius  in  comoedia,  quae  inscribitur 
Triumphus,  vocabulo  isto  utitur: 


NAEVIUS  AND  THE  LATER  ITALIC  TRADITION  59 


Hierocles  hospes  est  mi  adulescens  adprobus. 

Num  igitur  in  istis  vocibus,  quas  non  acui  diximus,  ea  causa  est,  quod 
syllaba  insequitur  natura  longior,  quae  non  ferme  patitur  acui  priorem 
in  vocabulis  syllabarum  plurium  quam  duarum?  Adprimum  autera  longe 
primum  L.  Livius  in  Odyssia  dicit  in  hoc  versu: 

Ibidemque  vir  summus  adprimus  Patroclus. 

Idem  Livius  in  Odyssia  praemodum  dicit,  quod  significat  supra  modum, 
dictumque  est  quasi  praeter  modum;  in  quo  scilicet  prima  syllaba  acui 
debebit. 

The  native  character  of  the  new  art  is  implied  in  the  titles  which  have 
been  handed  down  to  us  from  the  school  of  the  poetae  neoterici;  e.g.,  the 
Fescennini  and  Falisca  of  Annianus,  the  Opuscula  Ruralia  of  Septimius 
Serenus. 

Annianus,  Falisca  (Baehrens,  Fragmenta  Poetarum  Romanorum  374): 

i  O      4,     1     *|     &      -^        w«w        vl     i 

1 

Quando  flagella   iugas,  ita  iuga, 
I  I  I  I 

A  -  G    A-A-G|  A-G       A  -  A-G 


V  i  t  i  s  et  ulmus  u  t  i  simul  e  a  n  t  ; 
t  i  »  » 

A-G    A-A-G  |  A-G      A  -A-G 

—  W  '  W.        ik     !   W*  W       --  \1/   v  '  v_-     J. 

Nam  nisi  sint  paribus  fruticibus, 
i  •  •  I 

A-A-G|     A-G        A-A-G 

JL    t|>  w-sAi:   I  W  *W  A      \>        w  *W  A 

Umbra   n  e  c  a  t  teneras  A  m  i  n  e  a  s  . 
•  i(i 

A-G      A-G  |    A-G  A   -  A-G 

The  fourth  thesis  in  each  verse  is  coquettishly  non-quantitative.  The 
rhythm  is  everywhere  an  accentual  jingle,  to  which  quantity  accrues  as 
an  irrelevant  refinement. 
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Septimius  Serenus,  Opuscula  Ruralia  (Baehrens  386): 

Aw'wO          >!,    w1  w     «          vl/w'wo        w'wJ. 

Animula  mise  rula    properiter    obiit 
I  I  •  i 

A-A-G     A-A-GJA-A-G      A-G 
Ibid., 

—  O          <!/—•£/          I'ifJm  W        W     JL 

Inquit  amicus  ager  domino: 
•  I  •  » 

A-G   A-A-G    | A-G      A  -G 

1       w'  w       i    I    w'w  J.        w'v^J. 

I 

Si  benc  mi  facias,  memini. 
i  i  i  i 

A  -  A      A  |     A-G       A-G 
Alphius  Avitus,  Libri  Excellentium  (Baehrens  383) : 

i  i         W     1     *     |  i      W      -^ 

Turn  litterator  creditos 
II  II 

A  -  A-O-A-G0      A-O-G 


Ludo  Faliscum  liberos, 
i          i  t        i 

A-G      A-A-G0      A-O-G 


Causatus  in  campi  patens 
ti  ii 

A-A-G  A-A-G|    A-G 

£     W  *  W         O  J>     db   I         _      W      -i. 

Exteraque  muri  ducere, 
i  lit 

A-A-G       A-G°|    A-O-G 

W*  W   JL      JK          JL     X  J.     I    4r    A 

Spatiando  paulatim  trahit 
i  ill 

A-A-G     A-A-G  I  A-G 
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i        i      M,         i  i       A.|      A      J. 

Hostilis  ad  valli  latus. 
I        'i  it 

A-A-G    A  -  A-G|  A-G 

Terentianus,  De  Syllabis  (Keil  VI.  334,  279): 

iw^.         i          1    *  I  '  "I-  *•-  I  -  1-  .  -^  *    •  I  •  ••  1      i  W-  * 

Syllabas  quae  rite  metro   congruunt  h  e  r  o  i  c  o  , 
ii  i()i  i        i 

A-O-G      A  -  A-G|   A-G°||  A-O-G    |   A  -A-O-G 

i      O        i         A     J.  |    A    i     *     ||      ±        w     i    ^    |    i    ^    -^ 

Captus  ut  meus  ferebat,  disputatas  attuli 
»  i  if  i  i  (i 

A-G    A  -  A-G  I  A-A-G0  II  A  -  O-A-G°|  A-O-G 

i       w     -^          1    *|  -4    1  *    1    1  4,     i    O   |    i     w    ^ 

Versibus  sane  modorum  quo  sonora  levitas 
ii  ii  i  ill 

A-O-G      A-G  |  A-A-G  ||  A  -  A    A-G°|  A-O-G 

iw^       i^lvLiilllwi^liw^ 

Addita  stili  lev  a  ret    siccioris  taedium. 
»          i  i          »  i          i  *          i 

A-O-G    A-G  |  A-A-G1  A-O-A-G0!  A-O-G 

The  theory  of  the  new  accentual  rhythm  begins  to  find  vague  expres- 
sion in  the  inadequate  terminology  of  hellenizing  tradition:  Marius 
Victorinus  (ex  Aphthonio),  Keil  VI.  41,  De  Rhythmo:  Exigit  locus  et 
temporum  inter  se  vicina  cognatio  ut,  priusquam  pedum  disputationem 
adgrediar,  de  rhythmi  conditione  pauca  dicam:  cuius  origo  de  arsi  et 
thesi  manare  dinoscitur.  nam  rhythmus  est  pedum  temporumque  iunc- 
tura  velox  divisa  in  arsin  et  thesin  vel  tempus  quo  syllabas  metimur. 
latine  numerus  dicitur,  ut  Vergilius  'numeros  memini,  si  verba  tenerem. 
differt  autem  rhythmus  a  metro,  quod  metrum  in  verbis,  rhythmus  in 
modulatione  ac  motu  corporis  sit;  et  quod  metrum  pedum  sit  quaedam 
compositio,  rhythmus  autem  temporum  inter  se  ordo  quidam;  et  quod 
metrum  certo  numero  syllabarum  vel  pedum  finitum  sit,  rhythmus  autem 
numquam  numero  circumscribatur.  nam  ut  volet,  protrahit  tempora, 
ita  ut  breve  tempus  plerumque  longum  efHciat,  longum  contrahat.  Here 


62  THE  LITERARY  SATURXIAX 

we  have  as  exact  a  definition  of  the  tripudic  substructure  of  Latin 
verse  as  the  scientific  terminology  of  the  time  will  permit.  Our  author 
says,  that  in  view  of  the  close  relationship  between  the  time-beats  of 
tripudic  and  quantitative  verse,  he  must  speak  of  the  tripudic  basis  of 
metrum  before  discussing  metrum  itself.  Rhythmus  has  its  thesis  and 
arsis  too.  It  is  the  speedy  union  of  feet  and  time-beats  in  order  of 
thesis  and  arsis  (rhythmus  cum  metro)  .  Metrum  lies  in  words  and  syl- 
lables, rhythmus  in  stress  modulation  (modulatione  ac  motu  corporis). 
Metrum  is  a  putting  together  of  feet:  rhythmus  a  definite  order  of 
time-beats.  Metrum  is  confined  to  a  certain  number  of  syllables  and 
feet  ;  rhythmus  is  never  so  circumscribed,  for  it  may  at  will  lengthen  or 
shorten  its  time-beats. 

The  principle  of  rhythmus  cum  metro  becomes  now  a  part  of  the  ortho- 
dox doctrine.  Keil  VI.  44,  DePedibus:  Inter  pedem  autem  et  rhythmum 
hoc  interest,  quod  pes  sine  rhythmo  esse  non  potest,  rhythmus  autem 
sine  pede  decurrit.  non  enim  gradiuntur  mele  pedum  mensionibus,  sed 
rhythmis  fiunt. 

The  universality  of  the  accentual  thesis  throughout  the  Roman  world 
is  signally  illustrated  in  the  hexameters  of  Commodian: 

Commodian,  Carmina  (Dombart),  Praefatio  Instructiomim,  p.  5, 

i  i  >>  .1.    i'  *,  fl  <!,   *  !   1  j.  |  1  i     ^ 

Praefa  tio  nostra  viam  erranti  demonstrat 
I  I  I  I  I  • 

A-A-O-G!   A-G  I1A-G    A-A-G  1   A-A  -G 

Tripudic  modulation  or  rhythmus  is  everything:  quantity  an  accidental 
and  irrelevant  dress,  usually  ignored. 


Respectumque  bonum,  cum  venerit  saeculi  meta 
ii  i  l»l 

A-O-A  -  G     A-G     ||  A   -   A-O-G0    A-O-Gi  A-G 


1  '1  •.  *      {  V  '  W   .*  I  i       i       i    i          i         w    O  I     1      O 

Aeternum   fieri,    quod  discredunt  inscia    corda. 
II  I  II  I 

A-A-G    |    A  -G  ||    A  -  A-A-G0    A  -  0-G  I  A-G 
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|L     ^.|    <it.    W''  W    «f    {{  X  .±      A        .1.  w     O  j         —          -i. 

Ego  simililer  erravi    tempore    multo 
ii  ••«  » 

A-G|  A  -  A-G  ||  A-A-G0    A-    O-G|    A-G 

l*|         is,       i         A   ||    A-     I    O      W          1        W      A    I     i      J. 

Fana  prosequendo  parentibus  insciis  ipsis; 
ill  i  •  i 

A-G°  |  A-O  -  A  -  G  |i  A-A-O-G0    A-  O-  G  |  A-G 

i          w     .1.1     1  i       C,       ||    1      C,         vLi         j.    |    ±          1     o 

Abstuli  me  tandem  inde  legendo  de  lege. 
(  i  I  I  i  i 

A-O-G|A-A-G    ||A-G    A-A-G  |  A  -A-G 


Testifico  Dominum:    doleo  pro  civica  turba, 
ill  ii  i 

A  -  A  -  G  |    A-G    |i    A-G    A  -  A-O-G     A-G 

i     s,  *  |      i          i    *  ||  ^  w  *        w  '  C  i      w    o   I   i    i 

I  n  s  c  i  a  quod  pergit  periens  decs  quaerere  vanos  ; 
ill!  ii 

A-O-Gl  A  -    A-  G||      A-G        A    -     A-O-G|A-G 


« 


-          - 


W 

Ob    e  a    perdoctus  ignaros    instruo  verum. 
*  I  •          I          I  I 

A-  A    |   A-A-G||  A-A-G0  A-O-G|  A-G 

In  Commodian  the  native  Italico-Keltic  principle  of  rhyme  emerges 
along  with  its  natural  source,  the  tripudic  rhythm  of  contrasted  stress- 
groups  (Latin:  numerus;  Keltic:  rim,  whence  our  rime,  adulterated  to 
rhyme  by  analogy  to  rhythm)  : 

nstructiones  II.  38  (p.  no  Dombart), 

IwJ.  ±     1       J.        ||     i       i      JL  i  vl      A  |  ii 

Incolae  caelorum   futuri  cum    Deo  Christo 
i  i          i  i  i  i 

A-O-G  |  A-  A-G!!    A-A-G     A    -  A-G|     A-G 
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Tenente  principium,  vidente  cuncta  de  caelo, 
I  •  ill  i 

A-A-G|     A-A-GjjA-A-G     A-G|A-A-G 

When  we  thus  contemplate  the  visage  of  the  Italic  Muse  with  the  quan- 
titative mask  laid  aside,  the  hollow  sham  of  hellenizing  tradition,  and 
the  utter  error  of  modern  scansion  are  revealed  in  all  their  nakedness. 
The  Latin  hexameter  throughout  the  entire  life  of  Latin  speech  was 
merely  a  quantitative  Saturnian  modulated  more  or  less  artificially  to 
the  Greek  verse-beat. 


Simplicitas,  bonitas  habitet    in  corpore  vestro; 
II  I  ii  i 


A  -  A  -  G 


A  -  G  II     A  -  G     A- A-O-GI  A-G 


Irasci  nolite  sine  causa  fratn  devoto; 
ill  ill 

A-A-G;A-A-G||  A  -  A-G  A-G  A- A-G 

The  tripudic  rhythm  has  no  difficulty  with  the  paeon  in  the  third  foot. 


Recipietis  enim  quicquid   feceritis   ab    illo. 
ill  i  i  i 

A  -  O-A-G  I  A-G  !!  A2  -  G°     A-O-  A-O  -  G   A-G 


Hoc  placuit   Christo  resurgere  mortuos    imo 
(  I  II  i  i 

A    -    A-G|     A  -  GjjA-A-O-G0    A-O-G|A-G 


.1, 


i 


• 


i         O   J.  I       i      w  '  w         O 

Cum   suis  corporibus,   et  quod  ignis  ussit   in   aevo, 
ill  ill 

A  -A-G|    A  -  A  -  G     j|A  -  A  -  A-G     A-G  A -A-G 

The  contrast  of  stresses  or  of  stress-groups  is  the  whole  rationale  of  the 
Italico-Keltic  tripudium. 
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Sex  milibus  annis  conpletis  mundo  finite. 
i  (ill  i 

A  -  A-O-G  |  A-  G  l|  A-  A-  G     A  -  G  |  A-A-  G 

iwv*       |    i     W   '   W    J.    ||     i        i  >!/    i     O  |        iij. 

Vertitur  interea  caelum    tenore  mutato; 
(  i  I  I  I  i 

A-O-G  |  A  -  A  -  G  !|  A  -  G     A-A-G|  A-A-G 

The  classic  rhythmic  alternation  and  coincidence  of  tripudic  and  quan- 
titative verse-beat  has  become  stereotyped. 

i-A*|4*||lwA     i     1  o  |  i  1  .1. 
Conburuntur  enim  i  m  p  i  i  tune  igne  divino, 
)i  I  ill 

A-O-A-G   |A-G||A2-0-G    A  -  A-G|  A-A-G 


Ira  Dei    summi    ardet  creatura  gemendo. 
I  i  I  i  (  I 

A-G    A-G  I  A  -G  i|  A-G       A -A-G  I  A-A-G 


1         ,    1  .*.  I    A    *     I   1 


I        I 


Dignitosi  tamen  et  gen  ere  nati  praeclaro 
ill  i  i  » 

A-O-A-G|A-G  ||A  -  A-G    A-G|     A-A-G 

iwio|v!/j.|lv!/      i_i    A  |  i  ±  j. 

Nobilesque  v  i  r  i  sub  Antichristo  devicto 
(       •  i  ii  • 

A-O-A-G  I  A-G||  A  -  A-O-A-G |  A-A-G 

i  i          i     J.    |        A    JL    ||      i       J.  1       i      J.     |    ^         i    J. 

Ex  praecepto  D  e  i    rursum  viventes  in  aevo, 
iiiii  i 

A-A    A-Gj  A-G ||  A-G     A-A-Gj  A-A-G 


Mille  quidem  annis  ut  serviant  sanctis  et  Alto 
i  i  i  i  i  i 

A-G    A-G    |A-G||  A-A-O-G       A-G|  A-A-G 
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1         vt        -U      i       i    J.    I  i         i      J.      l|          1  w   i    w    O   |      i        ^. 

Sub  iugoservili,  ut  portent     victualia    collo, 
»  111  II 

A  -A-G  A-  A-G|A-  A-G°||     A   -   O-A-0-G|  A-G 

The  absolute  dominance  of  the  tripudic  consciousness  is  conspicuous  in 
such  lines  as  the  last. 


* 


iwi        j.         i      j.|    ±   ±    j. 

Ut  iterum  autem  iudicentur  regno  finite. 
A  -  A  -  G  |  A-G°||  A-O-A-G      A-G|  A-A-G 

iwwi        j.    I      A    A     ||    ±  Ii       1      i    w    JL|   i    j. 

Nullificantes  Deum  conpleto  millesimo  anno 
ii  i  ill 

A-O-O-A-G  |    A-G  ||  A  -  A-G    A-A-O-G|  A-G 

Ai^lvli-  II       '  '        W    O         »          .1.  I   vt         i        -1. 

I  II  I 

Ab  igne  peribunt  cum  montibus  ipsi  liquendo. 
i  ii  i«  ( 

A-A-G  |   A-A-G     II  A   -    A-O-G    A-G|A-A-G 

i  ij.|iw»WJ.||ij.          Ij-         ±       W     ^     I     i       -1. 

In  bustis  et  tumulis  omnis  caro  redditur  acto: 
i  ii  ill 

A  -  A-G  |  A  -  A  -  Gil  A-G  -  A-G°  A-O-G  |  A-G 

ii*jlij.j|iiA  i^vti^. 

Demergunt  inferno,  traduntur  poena  in  aevo. 
i  i         i  i  i  i 

A-A-G     IA-A-G  II  A-A-G      A-G  ] A- A-G 

i_        io|i-S-|liN!/l-l.          i     O  I    1        1.1. 

Ostenduntur  illis  et  leguntur  gesta  de  caeio: 
ii  ill  i 

A-O-A-G  | A-G  || A- A-A-G     A-G|  A-A-G 

A        w(w^|i^||w'wJ.I       w  '  w     C/   I    ±     J. 

Mem  o  r  i  a  prisca  debito  et  merita  digno, 
I  iiili 

A   -  A  -  G|    A -Gil     A  -  G   A  -  A  -  G  |  A-G 
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Merces  in  perpetuo    secundum  facta  tyranno. 
i  (ii  it 

A-0-G|  A-  A-GII  A-A  -  G        A-G|A-A-G 


Omnia  non  possum  conprehendere  parvo  libello. 
ii)  ill 

A-0-G|  A  -  A-G°H  A    -    O-A-O-G    A-G|  A-A-G 

i     1  W     *    I    1      J.   1  JL    ,V  *  W  *        i     *    |   A      1     J. 

Curiositas   docti  inveniet  nomen  in  i  s  t  o  . 
i  i  i  i  i  i 

A-A-O-GI     A-GHA-A-G    A-G|A-A-G 

It  is  clear  therefore  that  what  we  have  in  the  hexameter  of  Commodian 
is  the  tripudium  modulated  without  quantity  to  the  verse-beat  of  the 
classic  verse:  rhythmus  cum  ictu  metrico,  or  rhythmus  doctus, 

The  like  phenomenon  greets  us  in  the  popular  rhythms  of  the  street, 
where  of  course  the  natural  trochaic  modulation  prevails:  Vopiscus,  Vita 
Aureliani  6:  Privati  huius  multa  extant  egregia  facinora.  nam  erum- 
pentes  Sarmatas  in  Illyrico  trecentis  praesidiariis  solus  adtrivit.  refert 
Theoclius,  Caesareanorum  temporumscriptor,  Aurelianummanu  sua  bello 
Sarmatico  una  die  quadraginta  et  octo  interfecisse,  plurimis  autem  et 
diversis  diebus  ultra  nongentos  quinquaginta,  adeo  ut  etiam  ballistia 
pueri  et  saltatiunculas  in  Aurelianum  tales  componerent,  quibus  diebus 
f  estis  militariter  saltitarent  : 


Mille,  mille,  mille,  mille,  mille   decollavimus, 
i  i  I  i  •  I  •          i 

A-G      A-G  i    A-G      A-G  II    A-G°    A-O-  A-O  -  G 


Unus  homo  mille,  mille,  mille  decollavimus: 
A-G    A-G  I    A-G      A-GII    A-G°  \  A-O-  A-O-G 

i    o      i.  *  |    1   «      i    *||  A  *      1      i    |  i   i  * 

Mille,  mille,  mille,  mille  bibat  qui  mille  occidit, 
iiiiii  ii 

A-G     A-G  |    A-G      A-GII  A-G      A-A    |   A-A-G 
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i     .i.       i  A|  i   j.     A    A  ||   i      A.       i  A  |  ^      w  .s. 

Tantum  vini  nemo  habet  quantum  fudit  sanguinis. 
(  111  i  ill 

A-G      A-G|  A-G    A-GII   A -G     A-G°|A-0-G 

Haec  video  esse  perfrivola,  sed  quod  supra  scriptus  auctor  ita  eadem  ut 
sunt  Latina  suis  scrip tis  inseruit  tacenda  esse  non  credidi.  idem  apud 
Mogontiacum  tribunus  legionis  sextae  Gallicanae  Francos  inruentes, 
cum  vagarentur  per  totam  Galliam,  sic  adflixit,  ut  trecentos  ex  his  cap- 
tivos  septingentis  interemptis  sub  corona  vendiderit.  unde  iterum  de  eo 
f acta  est  cantilena : 

i     i 


Mille  Francos,  mille  simul    Sarmatas  occidimus, 
I  t  t  I  li(l 

A-G      A-G   I    A-G    A-G°||  A  -  O-Gj  A-A-O- G 


Mille,  mille,  mille,  mille,  mille  Persas  quaerimus. 
I  I  I  I  t  I  I* 

A-G      A-G  |    A-G     A-GII    A-G.   A-G°|     A-O-G 

The  native  tripudic  verse-beat  continued,  of  course,  everywhere  in 
vogue,  where  the  influences  of  Hellenism  failed  to  extend;  so  throughout 
the  depths  of  the  social  strata,  as  well  as  in  secluded  Ireland : 

Marcellus,  De  Medicamentis  171, 

1   -^         w  *  y  u.  j    1    *         J,    .1.  ||     !     *       i         i      |  i     1  w  i 

Terram  t  e  n  e  o,  herbam  lego:  prosit  ad  quod  te  colligo. 
A-G          A-G|  A-G      A-G  ||    A-G     A-  A    |  A- A-O-G 

Ibid.  71, 

i       A  *  |  1  «,  ||   i     A  j.       i      i    ^ 

Nec  parit  mula,  nee  lapis  fert  lanam; 

A  -  A-G|  A-G  ||   A- A-G  |  A  -  A-G 

i  i  1        J.     |     A     A  i        A         ||±  i    WU.        |i       i       i 

Nec  huic  morbo  caput  crescat:    si  creverit,  tabescat. 
A-  A      A-G|A-G      A-G    ||  A  -  A-O-G  |  A-A-G 

Ibid.  154, 

i  1     •    I    '        '_'      J.      II     w  '  w      w  '  w  A     I    1  _  i     J. 
I  II  I 

Pastores  te  invenerunt,  sine  manibus  collegerunt, 
A-A-G|A-A-O-A-G     |     A    -    A-  G°|A-O-A-G 
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v » w  4  *  j  1  i  *    fi  w » w     i  ~  ^  |  ^ « w  ±   ^ 
Sine  foco  coxerunt,  sine  dentibus  comederunt. 
A  -  A-G  |  A-A-G    |!     A  -  A-O-G  \     A-  A-G 

The  later  grammatical  tradition  continues  to  emphasize  the  accentual 
principle  of  rhythmus  cum  metro: 

Charisilis,  Keil  I.  289:  Nihil  est  enim  inter  rhythmon  etmetronnisi 
quod  rhythmos  est  metrum  fluens,  metron  autem  sit  rhythmos  clausus. 

Diomedes,  Keil  I.  468:  Omnis  autem  structura  constat  rhythmis  et 
pedibus  et  metris.  rhythmi  certa  dimensione  temporum  terminantur  et  pro 
nostro  arbitrio  nunc  brevius  artari  nunc  longius  provehi  possunt.  pedes 
certis  syllabarum  temporibus  insistunt  nee  a  legitimo  spatio  umquam 
recedunt.  metra  sunt  verborum  spatia  certis  pedum  temporibus  alligata. 
sed  neque  rhythmis  neque  metris  oratorem  uti  decet,  ne  non  dicere  sed 
carmen  canere  videatur. 

Ibid.  Keil  I.  473:  Rhythmus  est  pedum  temporumque  iunctura  cum 
levitate  sine  modo.  alii  sic:  rhythmus  est  versus  imago  modulata,  ser- 
vans  numerum  syllabarum,  positionem  saepe  sublationemque  contem- 
nens  (B  M).  That  is  to  say,  rhythmus  is  that  modulated  form  of  tripudic 
rhythm,  which  reproduces  the  quantitative  verse-beat,  but  often  pays  no 
regard  to  the  quantity  of  thesis  or  arsis. 

Ibid.  474:  Metrum  est  pedum  iunctura  numero  modoque  finita.  vel 
sic:  metrum  est  compositio  pedum  ordine  statute  decurrens  modum 
positionis  sublationisque  conservans.  clarius  sic,  metrum  est  quod  certis 
pedum  quantitatibus  qualitatibusque  rhythmo  discriminatur.  distat 
enim  metrum  a  rhythmo,  quod  metrum  certa  qualitate  ac  numero  sylla- 
barum temporumque  finitur  certisque  pedibus  constat  ac  clauditur, 
rhythmus  autem  temporum  ac  syllabarum  pedum  que  congruentia  in 
infmitum  multiplicatur  ac  profluit. 

Maximus  Victorinus,  Keil  VI.  206:  Metrum  quid  est?  Rei  cuiusque 
men  sura.  Metrum  poeticum  quid  est?  Versificandi  disciplina  certa  syl- 
labarum ac  temporum  ratione  in  pedibus  observata.  Metrum  unde  dic- 
tum? Quod  veluti  mensuram  quandam  praestituat,  a  qua  siquid  plus 
minusve  erit,  pes  sive  versus  minime  constabit.  Metro  quid  videtur  esse 
consimile?  Rhythmus.  Rhythmus  quid  est?  Verborum  modulata  com- 
positio non  metrica  ratione,  sed  numerosa  scansione  ad  iudicium  aurium 
examiriata,  ut  puta  veluti  sunt  cantica  poetarum  vulgarium.  Rhythmus 
ergo  in  metro  non  est?  Potest  esse.  Quid  ergo  distat  a  metro?  Quod 
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rhythmus  per  se  sine  metro  esse  potest,  metrum  sine  rhythmo  esse  non 
potest.  quod  liquidius  ita  definitur,  metrum  est  ratio  cum  modulatione, 
rhythmus  sine  ratione  metrica  modulatio.  plerumque  tamen  casu  quo- 
dam  etiam  invenies  rationem  metricam  in  rhythmo,  non  artificii  obser- 
vatione  servata,  sed  sono  et  ipsa  modulatione  ducente.  The  docta  modu- 
latio, that  is  such  modulation  of  the  tripudium  as  will  produce  the  quan- 
titative verse-beat,  will  often  exhibit  a  quantitative  structure  without 
any  intention  on  the  part  of  the  poet,  and  because  of  the  strong  quantita- 
tive implication  of  the  Latin  accent ;  not  so,  however,  with  the  rustica  modu- 
latio, or  the  unhellenized  tripudium,  because  of  the  Protean  character  of 
the  tripudic  foot. 

The  first  clear  reference  to  the  rustica  modulatio  is  made  by  the  Vener- 
able Bede,  who  was  in  intimate  touch  with  the  unhellenized  Keltic  tri- 
pudium of  the  Irish  convents : 

Beda,  Keil  VII.  258,  De  Arte  Metrica, 

Haec  de  metris  eminentioribus  commemorasse  sufficiat,  quorum  exem- 
pla  copiosiora  apud  scriptores  invenimus.  praeterea  sunt  metra  alia  per- 
plura,  quae  qui  in  libris  centimetrorum  simplicibus  monstrata  exemplis 
quisque  cupit  reperiet.  reperiuntur  quaedam  et  in  insigni  illo  volumine 
Porphyrii  poetae,  quo  ad  Constantinum  Augustum  misso  meruit  de  exilio 
liberari,  quae,  quia  pagana  erant,  nos  tangere  non  libuit.  videtur  autem 
rhythmus  metris  esse  consimilis,  quae  est  verborum  modulata  compo- 
sitio,  non  metrica  ratione,  sed  numero  syllabarum  ad  indicium  aurium 
examinata,  ut  sunt  carmina  vulgarium  poetarum.  et  quidem  rhythmus 
per  se  sine  metro  esse  potest,  metrum  vero  sine  rhythmo  esse  non  potest, 
quod  liquidius  ita  definitur:  metrum  est  ratio  cum  modulatione,  rhyth- 
mus modulatio  sine  ratione.  plerumque  tamen  casu  quodam  invenies 
etiam  rationem  in  rhythmo,  non  artifici  moderatione  servata,  sed  sono 
et  ipsa  modulatione  ducente,  quern  vulgares  poetae  necesse  est  rustice, 
docti  faciant  docte. 

This  docta  modulatio  involves  not  only  the  native  tripudic  verse-beat 
but  also  the  quantitative  suggestion,  because  by  hypothesis  it  is  such  an 
arrangement  of  the  tripudic  feet  as  will  suggest  naturally  the  structural 
or  quantitative  verse-beat  as  well.  Consequently,  such  rhythms  admit 
either  the  simple  tripudic  verse-beat  or  the  quantitative:  quo  modo  et 
ad  instar  iambici  metri  pulcherrime  factus  est  hymnus  ille  praeclarus, 
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Rex  aeterne  domine,  rerum  creator  omnium, 
t  «  I      »  »  •  t         I 

A  -  A  A-G  |    A  -  G°j  A-  G       A-A-  G°  |  A-O-G 

ivl-U          i    «,    I    i    w   «,    I!     i      ...  •!•          i    *      I  1    w   J. 

Qui  eras  ante  saecula  semper  cum  patre   filius, 
•  ill  I  ill 

A- A-G    A-G°|A-O-G||  A-G       A-A-G°jA-O-G 

et  alii  Ambrosiani  non  pauci.  Thus  the  absence  of  the  initial  arsis  is  a 
matter  of  indifference:  the  whole  principle  of  modulation  in  the  arrange- 
ment of  the  tripudic  feet  is  iambic. 

Item  ad  formam  metri  trochaici  canunt  hymnum  de  die  iudicii  per 
alphabetum, 

JL  _  JL    -^  I    w  *  ?5      —    o  II  \L  -t.      L    «  |  w '  w  A 

Apparebit  repentina  dies  magna  domini, 
»i  i          i  i  i  »i 

A-O-A-G  |      A        A-GHA-G     A-G  |      A-G 

i  i      1       *   |     Jr    *  i'     *  11        _       1     J.     {  1      w      * 

Fur  obscura  velut  nocte    improvises  occupans. 
I  II  II  ill 

A-AA-G|A-G      A-GHA-O -A-G°|  A-O-G 

Accordingly,  we  may  posit  for  the  period  of  the  Christian  hymns  three 
artistic  types: 

A.  Metrica  Modulatio:  Tripudic  rhythm  modulated  to  the  Greek 
verse-beat,  with  quantity  as  a  superficial  dress. 

B.  Rhythmica  Modulatio:  Tripudic  rhythm  modulated  to  the  Greek 
verse-beat,  but  without  intentional  quantity. 

C.  Rustica  Modulatio:  Tripudic  rh\thm  pure  and  simple,  without 
trace  of  intentional  modulation  to  the  Greek  verse-beat,  and  of  course 
therefore  without  intentional  quantity. 

D.  Aequivoca  Modulatio:  An  alternation  within  the  same  strophe  or 
even  within  the  same  verse  between  the  quantitative  and  the  tripudic 
verse-beat.    An  example  of  this  hybrid  modulation  is  afforded  in  Cisal- 
pine Gaul  by  St.  Augustine's  Psalmus  Abecedarius  in  Donatisias,in  which 
the  apparent  trochaic  modulation  relapses  from  time  to  time  into  the 
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pure  tripudic.  The  type  abounds  in  Keltic  Ireland,  where  the  helleniza- 
tion  of  the  Italico-Keltic  tripudium  was  longest  delayed.  It  is  to  this 
Keltic  tradition  of  the  tripudium  that  our  attention  must  now  be  directed, 
and  the  centres  of  interest  will  be  the  Irish  Liber  Hymnorum  and  the 
Bangor  Antiphonarium. 

VI.  The  Evolution  of  Modern  Accentual  Rhythm. — Before  parting 
with  the  Italic  tripudium  and  resuming  our  study  of  the  Keltic  tradi- 
tion as  evidenced  in  Christian  hymnology,  let  us  seek  to  sum  up  in 
concise  outline  the  salient  motives  in  the  evolution  of  Latin  rhythm 
from  the  Saturnian  to  the  Christian  period.  We  wish  to  trace  the 
successive  steps  by  which  the  original  tripudic  verse-foot  with  the 
double  accentual  thesis  was  gradually  lost  to  consciousness  in  its 
artistic  modulation  to  the  rhythm  of  the  Greek  quantitative  verse-foot 
with  the  single  quantitative  thesis,  and  thus  gave  rise  to  the  modern 
tripudic  verse-foot  with  the  single  accentual  thesis. 

That  the  transition  from  the  rhythm  of  the  double  accent  to  the 
rhythm  of  the  single  accent  through  the  mediation  of  the  Greek  quanti- 
tative verse-beat  was  not  accomplished  two  centuries  sooner  must  be 
laid  to  the  charge  of  that  aristocratic  hellenomania,  whose  snobberies, 
stupidities,  and  insincerities  from  the  days  of  Ennius  to  the  early 
Empire  we  have  had  ample  occasion  to  notice.  The  glories  of 
Classic  art  were  frittered  away  in  two  hundred  years  of  silly  coquetting 
with  the  fiction  of  a  musical  accent  and  quantitative  rhythm.  The 
immediate  corollary  of  this  hellenizing  fiction  was  the  wholesale  exploi- 
tation of  the  G  and  O  thesis,  which  became  in  consequence  the  very  ear- 
mark of  Classic  artificiality,  and  was  summarily  repudiated  in  the  return 
to  nature  by  the  popular  art  of  the  Empire.  Let  us  outline  briefly  then 
the  curious  history  of  the  Italic  tripudium  from  its  ancient  tripudic 
period  proper  with  the  double  accent  through  the  vagaries  of  Classicism 
with  its  affectations  of  the  G  and  O  thesis  to  the  modern  tripudic  period 
with  the  single  accent. 

The  pathetic  thing  to  observe  at  the  outstart  is  the  fact  that  Saturnian 
art  at  the  time  of  the  Carmen  Arvale  had  already  evolved  within  itself 
all  the  manifold  rhythmic  harmonies  of  the  single,  as  well  as  double 
accent,  and  of  the  G  and  O  tones.  It  was  therefore  prepared  to  repro- 
duce at  once  the  far  simpler  rhythms  of  the  Greek  verse-beat  without  the 
stultifying  intervention  of  the  Classic  period.  Indeed,  all  these  har- 
monies are  present  by  implication  in  the  tripudic  principle.  In  the  tri- 
pudic word-foot 
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J.       .1.       W 

Triumpe 
A-A-G 

we  have  the  twofold  contrast  of  A-A  to  G,  and  of  A  to  A-G.  In  the 
tripudic  word-foot 

Marmar 
A-G 

we  have  the  supplementary  contrast  of  A  to  G.  Thus  the  essential 
aspects  of  quantitative  rhythm  are  soon  dismissed.  But  far  beyond 
all  this,  the  artistic  modulation  of  the  G  and  O  tones  is  preordained  in 
the  tripudic  word-foot  itself.  The  tripudic  word-foot 

JL   w   1  w   A 

Advocabitis 
A-O-A-O-G 

forbids  G-G  and  G-A-O  as  reversals  of  the  rhythm  of  the  double  accent, 
and  fixes  the  initial  stress  as  instinctively  A,  the  final  as  instinctively  G. 
Consequently  the  weak-toned  monosyllable  functions  instinctively  as  A 
at  the  beginning  of  the  biaccentual  tripudium,  or  as  G  at  the  tripudic 
close. 

But  the  great  mass  of  the  acatalectic  word-feet  are  of  the  type 

i  v   JL    A 

Advocabit 
A-O-A-G 

with  the  acatalectic  element  in  the  beginning,  thus  determining  the 
strong  artistic  preference  for  restricting  the  O  tone  to  the  first  tripudium 
of  the  tripudic  dipody. 

These  laws  of  stress  contrast  and  stress  modulation,  which  constitute 
the  Alpha  and  Omega  of  Latin  rhythm,  were  fully  developed  in  the 
Carmen  Arvale,  and  suffered  neither  addition  nor  subtraction  in  the 
Aeneid.  They  are  the  laws  of  that  rhythmus  whose  clandestine  doctrine, 
now  at  the  hands  of  brazen  sophistry,  now  of  an  innocent  but  inadequate 
terminology,  confronts  us  persistently  from  the  beginning  to  the  end 
of  our  grammatical  tradition,  and  out  of  which  was  born  the  accentual 
rhythm  of  the  Romanic  and  modern  world. 

Let  us  follow  its  story  in  the  light  of  the  monuments  themselves,  as 
they  successively  reveal  it  down  the  ages. 
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A.  The  Saturnian  Period:  A  either  thesis  or  arsis;  G  always  arsis;  O 
always  pre-arsis;  A-O  always  thesis  at  the  beginning  of  the  tri- 
pudium, always  arsis  at  the  end. 

The  splendid  rhythmic  possibilities  of  this  ancient  tripudic  rhythm 
confront  us  in  our  earliest  tradition:  Macrobius  V.  20.  18.  In  libro 
enim  vetustissimorum  carminum,  qui  ante  omnia  quae  a  Latinis  scripta 
sunt  compositus  ferebatur,  invenitur  hoc  rusticum  vetus  carmen, 

•    ».       L    w  *  I  J     •      '    •   II    '      wv*     '    o  I  A     '    o     A  • 

I  II  I 

Hiberno  pulvereverno   luto    grandia   farra   camille   metes. 
A-A-G0    A-O-G|A-G    A-G°j    A-O-G    A-G  |  A-A-G     A-G 

Here  we  see  the  rhythm  of  the  double  accent  in  the  first  expanded  tri- 
pudium passing  into  the  rhythm  of  the  single  accent  in  the  second  and 
third,  and  returning  to  that  of  the  double  accent  in  the  fourth.  The 
heavy  effect  of  the  single  tripudic  foot  is  lost  in  the  splendid  swing  of 
the  expanded  tripudia,  which  assume  an  unsurpassed  anapaestic-dactylic 
movement.  Every  artistic  principle  is  asserted:  no  G-G,  G-A-O,  and 
the  O  tone  is  confined  to  the  first  tripudium  in  each  dipody. 
Varro  de  L.L.  21, 

J,      .  >l  ill  X         L    II    A  W*W    J.I        1   J         w'wO. 

I  II  ' 

Novum  vetus  vinum  bibo  novo  veteri  morbo  medeor. 
A-G      A-G  |A-G      A-G||A-G      A-G[    A-G      A-G 

Here  our  rhythm  of  the  double  accent  has  resolved  itself  in  a  trochaic 
movement  of  the  single  accent. 
Carmen  Arvale  2, 

Ivi,        J,       J.    |    J,        ^  1          J.    ||  A        -!-        1          1       w     *    |   ±          1-i. 

Neve  luem  ruem  Marmar  sinas  incurrere  in  pleoris. 
A-G   A-G|A-G       A-G||A-G    A  -  A-O-G  1 A  -  A- G 

The  rhythm  of  the  single  accent  in  the  first  dipody  is  followed  by  the 
rhythm  of  the  double  accent  in  the  second.   The  O  tone  is  confined  to  the 
first  tripudium  in  the  dipody.     The  weak  tone  in  (G)  functions  instinc- 
tively as  A  at  the  beginning  of  the  biaccentual  tripudium  (in  pleoris) . 
Appius  Claudius,  Festus  317, 


Qui   animi   compotem    esse 
A-A-G0  A-O-G  I  A-G 
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J.  J.  JL        JL.  >is          1.  \i<      ||     >!/.!.       WC/|wW-S- 

Ne  quid  f raudis  stuprique  ferocia    pariat. 
A-G       A-G|    A- A  -  G  ||  A-A-O-G  1     A-G 

The  O  tone  in  the  first  tripudium  of  the  dipody.     The  weak  tone  quid 

(G)  follows  A. 

Idem  ap.  Prise.  I.  384.  3, 


1  1 


•  •        .  «,!   A 


Amicum  cum  vides  obliviscere  miserias: 
A-A-G    |   A  -  A-G°||  A-O-A-O-GI  A  -  A  -  G 

w'v^i         JL.          1       J.    I     1  1        J.    ||      ±       X          JL          |   i       -8- 

Inimicus  si  es  commentus  nee  lib  ens  aeque. 

A-A-G    A-G|  A  -  A-G  ||  A-A-G    |A-G 

The  O  tone  in  the  first  tripudium  of  the  dipody.  The  two  weak  tones 
5*  es  become  rhythmized  as  A-G  under  the  leadership  of  the  stronger  si. 
The  weak  tone  nee  (G)  becomes  instinctively  A  at  the  head  of  the  bi- 
accentual  tripudium  (nee  libens),  as  also  under  all  circumstances  at  the 
beginning  of  the  rhythmic  series. 

It  is  evident  that  in  these  simple  laws  of  the  O  and  G  tones  we  have 
valuable  criteria  of  artistic  crudeness: 
The  Faliscan  Cooks,  C.  I.  L.  XI.  3078.  3, 

Quei  soueis  argutieis    opidque  Volgani 

A  -  A-G  IA-A-O-GH  A-A  -  G  |  A-A-G 

The  weak  tone  quei  (G)  becomes  instinctively  A  at  the  beginning  of  the 
rhythm  or  of  any  biaccentual  tripudium  (quei  soueis).  We  may  also 
vindicate  the  art  of  the  cooks  by  consonantalizing  the  O  tone  in  the 
second  tripudium.  But  that  apology  fails  for  the  next  verse: 

i      w*w      -i.     I    1    1   w    A  II     1     iw^lilo 

1  II  1 

Gondecorant    saipisume    comvivia  loidosque. 
A-A-G     |  A-A-O-G  ||    A  -A-O-G]  A-A-G 

Less  artistic  intrusion  of  the  O  tone  in  the  second  tripudium.     The  other 

verses  are  normal. 

Similarly,  Mummius  Triumphator,  C.  I.  L.  541.  i, 
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Ductu  auspicio  imperioque    eius  Achaia  capta 
A-G     A  -  A-G|  A-O-O-A-G  ||A-G    A-A-G|A-G 

and  the  concluding  dipody, 


Imperator  dedicat. 
A-O-A-G    |  A-O-G 

Both  with  the  less  artistic  O  modulation  in  the  second  dipody.     So 
also  v.  3, 


Ob  hasce  res  bene  gestas  quod  in  bello  voverat. 
A -A-G    A  -A     |  A-Gll    A-G     A-G°|  A-O-G 

The  weak  tone  ob  (G)  begins  the  biaccentual  tripudium  (and  also  the 
rhythmic  dipody)  as  A.  The  two  weak  tones  quod  in  tripudiate  them- 
selves as  A-G  under  the  lead  of  the  stronger.  Unsustained  rhythm  in 
the  fourth  tripudium. 

The  Vow  of  the  Vertuleii,  C.  I.  L.  I.  1175,  shows  only  one  lapse  from  the 
the  sustained  rhythm  of  the  second  tripudium,  and  that  in  the  case  of  a 
proper  name  (Hercolei) :  V.  4, 

1    ^        Jr     A     1     i    w*    i|     1    w    *|   W»w    * 

Donu  danunt    Hercolei     maxsume  mere  to 
A-G     A-G    |    A-O-G0 1!   A-O-G  |     A-G 

Everywhere  we  recognize  a  greater  or  less  consciousness  of  the  laws  of 
artistic  tripudic  modulation.  In  the  first  place,  the  weak  monosyllable 
G  gravitates  instinctively  to  the  tripudic  arsis,  or  functions  as  A  at  the 
beginning  of  the  rhythmic  series  or  of  any  biaccentual  tripudium;  other- 
wise it  never  enters  the  thesis.  In  the  second  place,  the  O  tone  gravi- 
tates instinctively  to  the  first  tripudium  of  the  tripudic  dipody,  leaving 
the  sustained  rhythm  for  the  second. 

The  application  of  these  artistic  criteria  of  tripudic  rhythm  to  the 
Elogia  of  the  Scipios  reveals  the  artistic  gap  between  the  first  and  oldest, 
on  the  one  hand,  and  the  three  last  and  more  recent,  on  the  other: 
The  Oldest  Elogium  of  the  Scipios,  C.  I.  L.  I.  32, 
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V.i, 
V.  2, 

V-  3, 
V.  4, 
V;5, 
V.  6, 


1  1.1.  I  '     W       JU     j    1'      JL-   W     'A     j'     1      * 

Hone  oino  ploirume  cosentiont  Romai 
A  -  A-G°1    A-O-G||  A-A-O-G  |  A-G 


Duonoro   optumo   fuise   viro 
A-A-G°|A-O-G  |  A-A-G  |  A-G 

i       W        J.       |       1         W     1      J.      ||     i      W       JL     I          1          ij. 

Luciom    Scipione:   filios  Barbati 
A-O-G°|  A-O-A-G°||A-O-G|    A-A-G 

1      J,    o  I  A       1 


Consol  censor  aidilis  hie  fuet  apud  vos. 
A-G    A-GI  A-A-G     A-A-G  A -A-G 


Hec  cepit  Corsica     Aleriaque  urbe 
A-A-G0 1    A-0-G°|I    A-O-A-G    I  A-G 


J.    a.  I   w    w    -±- 


Dedet    Tempestatebus  aide  mereto. 
A-G°      A  -  0-A-O-G     A-G      A-G 


The  light  acatalectic  tripudium  is  inartistically  placed  in  every  verse 
except  v.  4.  The  same  level  of  art  appears  in  the  Elogium  of  Atilius 
Calatinus,  to  which  Cicero  refers,  Cato  Maior  17.  61.  Apex  est  autem 
senectutis  auctoritas.  Quanta  fuit  in  L.  Caecilio  Metello,  quanta  in 
Atilio  Calatino,  in  quem  illud  elogium: 


Unicum  plurimae  consentiunt  gentes 
A-O-G0   lA-O-G     A-A-O-G    I  A-G 

\X       W     JL  [      J.          -L       w      _i.  \i-      _       C/    I   S>     -1. 

Populi  primarium  fuisse  virum. 
A  -G|  A-A-O-G  ||  A-A-G  |  A-G 

A  standardized  art  announces  itself  in  the  modulation  of  the  three 
later  Scipionic  epitaphs.  Only  two  verses  in  the  entire  eighteen  suggest 
the  cruder  art,  and  even  here  the  violation  of  the  O  law  is  only  apparent, 
but  not  real: 
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The  Second  Elogium  of  the  Scipios,  C.  I.  L.  I.  30.  i, 

1          iwJ.|iwJ.[|l          WJ.|         i  i          J. 

Cornelius  Lucius  Scipio  Barbatus. 
A-A-O-G)  A-O-G|  A-O-G|  A-A-G 

Lucius,  besides  being  a  proper  name,  may  have  its  i  consonantized  and 

become  A-G,  which  is  undoubtedly  meant. 

The  Fourth  Elogium  of  the  Scipios,  C.  I.  L.  I.  34.  i, 

i        -1.     |  w'w       i      W     -i.  i       i        «,      |       i       i         JL. 

Magna  sapientia   multasque  virtutes. 
A-G  |    A-A-O-GH   A-A-G  |    A-A-G 

Here  too  sapientia  was  undoubtedly  sounded  A-A-G  by  consonantizing 
the  final  i  before  a.  Moreover  even  as  it  is,  it  is  not  the  objectionable 
acatalectic,  but  the  better  accredited  procatalectic  tripudium. 

In  the  three  later  Scipionic  Elogia,  therefore,  we  have  the  fully  devel- 
oped art  of  the  literary  Saturnian,  to  which  we  now  pass.  The  standard 
type  is: 

Livius  i, 

Virum  mini  Camena  insece  versutum. 
A-G       A-G  |  A-A-G°||  A-O-G  |  A-A-G 

Here  we  have  embodied  all  the  rhythmic  harmonies  of  ancient  and 
modern  art.  The  rhythm  of  the  single  accent  in  the  first  and  third 
tripudium  alternates  with  the  rhythm  of  the  double  accent  in  the  second 
and  fourth.  The  rhythm  of  the  arsis  is  double  paracatalexis  in  the  first 
tripudium  contrasted  with  single  acatalexis  in  the  third,  and  both  with 
the  standard  keynote  of  procatalexis  in  the  second  and  fourth.  The 
exhaustless  capabilities  of  tripudic  rhythm  are  conspicuously  illustrated 
by  this  standard  literary  type:  from  a  trochaic  movement  in  the  first 
tripudium  we  pass  on  the  strong  wing  of  the  procatalectic  accent  to  an 
iambic  movement  in  the  second,  then  glide  smoothly  into  the  dactylic 
swing  of  the  third,  and  back  again  on  the  same  powerful  springboard 
of  procatalexis  to  an  iambic  movement  in  the  fourth. 

Here  we  have  reached  the  highwater-mark  of  artistic  modulation,  on 
which  the  stupidity  of  Ennian  propagandism  abruptly  turned  its  back, 
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until  Lucretius  and  Vergil,  amid  the  quagmires  of  the  G  and  O  thesis' 
could  once  more  rediscover  it. 

Similarly,  Naevius   i, 


Novem  I  o  vis  Concordes    filiae  sorores. 

A-G    A-G  |  A-A-G°HA-O-G  IA-A-G 

Before  passing  to  the  hellenizing  period  let  us  observe  the  operation  of 
the  G  and  O  laws  in  a  few  typical  examples  of  the  literary  Saturnian: 

Livius  3, 

w  •  w      w  '  w  *  |       1  i   J.  ||  1       1    ...     i    *   |     w  '  w  i  ^ 

Mea  puera  quid  verbi  ex  tuo  ore  supra  fugit? 
A    -  A-G|    A-  A-G||A-A-G  A-G  |     A    -    A-G 

The  weak  tone  ex  (G)  functions  instinctively  as  A  at  the  beginning  of  the 
rhythmic  series  or  of  the  biaccentual  tripudium. 

Livius  4, 

' 


, 


Neque  enim  te  oblitus  sum  L  a  e  r  t  i  e  noster. 
A -A-G     A-A  |A-G    A-A    A-O-G  |  A-G 

The  weak  tone  sum  (G)  functions  as  A  in  its  legitimate  position. 

Livius  5,  i    i    w  *|  1  1     4.  1J  4  vt  *|1  4-    * 

Argenteo   polubro   aureo    eclutro. 
A-A-O-Gl  A-A  -G°||  A-O-G |A-A-G 

Acatalexis  in  its  favorite  position.  So  too  even  procatalexis  with  0 
tone  (argenteo). 

Livius 9,        i     L  ±    |  1   v*w   *    ||  i   4  A  ji     i     ^ 
In  Pylum  adveniens  aut  ibi  ommentans. 

A -A-G  IA-A-G   IA-A-G  IA-A-G 

The  weak  tones  in  and  aut  occupy  the  points  of  powerful  tripudic  vantage 
at  the  beginning  of  the  procatalectic  tripudium  and  of  each  tripudic 
dipody. 
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Livius  1 8, 


t    • 


Celsosque   ocris    arvaque    putria   et   mare   magnum. 
A-A-G  A-G°i  A-O- G°  ||     A-GA-A-G]    A-G 

Our  first  case  in  Livius  in  which  the  sustained  rhythm  is  ignored  in  the 
second  tripudium.  Otherwise,  the  weak  tone  et  in  its  position  of  tripudic 
vantage.  If  we  may  suppose  the  original  form  aruus  (from  aruo:  Varro 
de  L.  L.  v.  135,  Aratrum  quod  aruit  terram,  wherefore  also  pascuus  from 
pasco)  to  have  been  known  to  Livius,  then  the  unusual  modulation  will 
give  place  to  the  normal: 

1      1         O          1          .i       |   vi,    W   '   W          ^       ||         IwC/l  A      £     |  1  JL. 

Celsosque  ocris  aruaque  putria  etmare  magnum. 
A-A-G   A-G  |A-A  -  G°||  A-O-G  A  -A-G|    A-G 

There  is  every  probability  that  this  is  what  Livius  meant. 
Livius  21, 

w'~^        w'v,          ^|llo||ll^|ll-u 

Simulac  lacrimas  de  ore  noegeo  detersit. 
A-G       A-G   |  A-A-G  ||  A-A-G|A-A-G 

The  weak  tone  de  (G)  in  tripudic  safety. 
Livius  24, 

11  ^  1      O    |    1      1          J.||      1       4.    '    1     1     *  ~»w^ 

"Nexabant  multa  inter  se  flexu  nodorum  d  u  b  i  o . 
A-A-G          A-G!  A-A-G  II  A-G    A-A-G  I      A-G 


Such  stable  word-groups  as  inter  se  apud  nos,  and  the  like,  would  natu- 
rally take  on  even  in  speech  the  rhythm  of  the  tripudic  word-foot,  A-A-G. 

Livius  26, 

1     w      C<         1        \_/      w       .£.        -I     .1.  |      1          *C    JL       1     w       >i>   I  >!/     1     -1. 

Inferus  an  superus  tibi  fert  deus  funera  Ulixes. 
A-O-G    A-A-G  |  A-G  ||  A-  A-G°  A-O -G  |  A-A-G 

Here  we  have  the  phenomena  of  v.  18  with  the  dipodies  interchanged. 
The  position  of  an  corresponds  to  that  of  et  in  v.  18. 
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Livius  28, 

1         J.         A     A    I    A  '        •      II     '       V  •       I          ' 

I  II   ~  ~     I 

Topper  citi  ad  aedis    venimus  Circae: 
A-G    A-G|A-  A-G°A-O-G      A-G 


Simul  duona   e  o  rum  portant  ad  navis; 
A-G     A-GJA-A-G     ||  A-G    |A-A-G 

—     vl/wwC/l-L-Lvl'        \    1,    V  \S      1>         J. 

Multa   alia   in  isdem   inserinuntur     . 
A-G     A-G|A-A-G°  ||  A-O-O-A  -G       .     .     . 

The  weak  tones  ad  and  in  are  in  tripudic  position. 
Livius  39, 

i    o     ±  *   |  i     1       *  ||    i      i    1      *     |  i   -    i    * 

Carnis  autem  vinumque  quod    libabant  anclabatur. 

A-G    A-G  |  A-  A  -  G  ||    A  -  A  A  -  G°    [A-O-A-G 

The  weak  tone  quod  (G)  in  tripudic  prominence  as  A.  This  is  our  only 
example  in  Livius  of  acatalexis  in  the  even  position  (anclabatur).  Note 
however  that  it  is  sustained  acatalexis,  A-O-A-G. 

Livius  41, 

W»w    1      A        I    w'w       A     |1    i      i      A      j      1          1         w      -^ 

Puerarum  manibus  conf  ectum  pulcherrime. 
A-A-G    |     A  -  G   ||  A-A-G    |  A-  A-  O-G 

Our  only  example  in  Livius  of  unsustained  procatalexis  (pulcherrime)  in 
the  even  position. 

With  the  aid  of  our  criteria  of  tripudic  modulation  we  shall  now  be 
able  to  show  that  the  art  of  Naevius  differs  from  that  of  Livius  in  its 
freer  tolerance  of  the  O  tone  in  the  even  places:  . 

Naevius  2.  2, 


Sacra  in  mensa  penatium   ordine  ponuntur. 
A-G     A-G  1  A-A-O-G°||  A-O-G  |  A  -  A-G 

The  weak  tone  in  gravitates  properly  to  the  arsis.     Unsustained  proca- 
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talexis  (penatium)  in  the  even  place; -it  may  however  be  pronounced  with 
consonantal  i  as  sustained,  A-A-G. 

Naevius  2.  3, 

1          V,ti      *       |    1     W      JU    ||     1     W          *       1      1  ^ 

Immolabat  auream  victimam  pulchram. 
A  -  O-A-G0  |A-O-G°||  A-O-  G    |    A-G 

r\ 

Acatalexis  in  the  second  place;  it  may  be  removed  by  slurring:  auream  = 
A-G. 

Naevius  13, 

1^1      i    1|  1      1      *  ||   i    i  *|   i      1^- 

Blande  et  docte  percontat  Aenea  quo  pacto 

A-G  A  -  A-G  I  A  -  A  -  G  II   A-A-G  I  A  -  A-G 


Troiam    urbem    liquerit 

A-G      A-G°|A-0-G  || 

The  weak  tones  et  and  quo  in  tripudic  prominence.  With  equal  readi- 
ness et  gravitates  to  its  natural  arsis  position,  if  slurred  with  blande: 
blande*  et  =  A-G.  Acatalexis  (liquerit)  in  even  place;  here  inescapable. 

Naevius  19, 

.     ||        i         V         ^      |       1        W   '    W        J. 
1 1  I 

Manius    Valerius 

II  A-O-G  I  A  -  A  -  G 


Consul  partem  exerciti   in  expeditionem  ducit 
A-G    A-G    |A- A-O-G0 1|    A-O-O-O-A-G     |A-G 

Unsustained  procatalexis  in  the  second  place;  here  not  to  be  explained 
away. 

Naevius  20, 

l-^w'^.i.         I     1          i^l-LiwO         IwJ. 

Transit  Melitam   Romanus  exercitus  insulam 
A-G       A-G     |  A  -  A-G  ||A-A-O-G°|  A-O-G 
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iwo        1-s.lw'wi-i.lli-i.        A         i    w    J.  I    I     i      J. 

Integram  urit  populatur  vastat  rem  hostium  concinnat. 
A-O-G    A-G  |     A -A-G  ||  A-G    A  -  A-O-G  |  A- A-G 

Acatalexis  in  the  unusual  position  (insulam).  Otherwise  the  O  tone  has 
its  normal  field  in  the  odd  places. 

Naevius  21, 

i          1        J.      |      i       w          +          ||       i  i       W  J.       I      A       J. 

Sin  illos  deserant  fortissimos  viros. 
A-A-G°|A-O-G    ||  A-A-O-G   |  A-G 

Light  acatalexis  in  the  second  tripudium,  and  light  procatalexis  in  its 
normal  position.  Naevius'  leaning  towards  freedom  of  O  modulation 
is  becoming  evident.  The  reason  may  doubtless  be  found  in  the  influence 
of  Greek  quantitative  modulation,  which  is  similarly  conspicuous  in  the 
hexameters  of  Ennius. 

Naevius  24, 

w'wvll  Wvi/l-Lw'wJ-  I    i      M,       I       w'w          _  i-1. 

Simul   atrocia   proicerent  exta   ministratores. 
A  -  A  A-O-G  |  A-  A  -  G     ||A-G°|      A-O-A-G 

Heavy  acatalexis  in  the  fourth  tripudium.  Light  acatalexis  in  the  first. 
Naevius  25, 

1     ^          i       -V        |      i       i     ^        ±          vl       ^  .  .  .          i     '     .     - 

Earn  carnem  victoribus    danunt 

A-G    A-G     |  A-A-O-G  ||  A-G       ..... 

Light  procatalexis  in  the  even  tripudium. 
Naevius  26, 

Vicissatim  volvi  victoriam 

A  -  A-G      A-G  |  A-A-O-GH  . 


Again  light  procatalexis  in  the  second  position. 
Naevius  27, 


Septimum  decimum  annum     i  lico  sedent. 

A-O-G       A-G     |A-G°    ||  A-O-G  |  A-G 

Light  acatalexis  in  the  normal  positions. 
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Naevius  28, 


* 


Super  biter   contemptim  conterit    legiones 
A  -  A  -O-G|  A-A  -  G°||   A-O-G)     A-A-G 

The  O  elements  are  normally  located.     Similarly,  v.  30: 


i  ii  i 

Reconciliat  captivos   plurimos   idem, 
A    -    A-G  |  A-A-G0 1|  A-O  -G  |A-G 

w«Vw  i   *  j  1    1    *||  i  w   *   [I     i    ^ 

Sicilienses  paciscit  obsides  ut  reddant. 
A-O-A-G  |  A-A-G°||  A-O-G   |  A  -  A-G 

The  weak  tone  ut  (G)  becomes  A  in  the  strong  accentual  position.    Simi- 
larly in  in  v.  33 : 

*r'w  1  w  *  |4  J,      ^     ||    i      -^     |  1      1      ^ 

Onerariae    onustae   stabant  in  flustris. 
A -A-O-G    A-A-G    ||  A-G    |A-A-G 

It  is  clear  from  the  examples  that  the  law  of  the  O  tone  is  a  law  of 
artistic  refinement  and  generalization,  and  not  a  law  of  artistic  necessity 
like  that  regulating  the  G  tone  in  monosyllables.  This  is  equally  obvious 
a  priori,  since  the  0  tone  has  no  tripudic  status,  whereas  the  G  tone  is 
the  normal  tripudic  arsis. 

B.  The  Hellenizing  Period  of  the  G  and  O  Thesis. 

We  have  now  to  follow  the  successive  stages  in  the  process  of  modulat- 
ing the  rhythm  of  the  double  accent  to  the  rhythm  of  quantitative  verse. 
We  shall  observe  the  gradual  rise,  bloom,  and  fall  of  the  artificial  G  and 
O  thesis  in  the  misguided  effort  to  transform  a  rhythm  of  stress  contrast 
into  a  thoroughgoing  rhythm  of  quantity.  And  finally  we  shall  note 
the  gradual  emergence  in  the  art  of  the  masses,  or  poetae  vulgares,  of  the 
naturally,  and  not  artificially,  hellenized  Saturnian,  which  is  our  modern 
European  rhythm  of  the  single  accent. 

We  begin  with  our  earliest  fragments  of  the  new  quantitative  modu- 
lation in  Livius  Andronicus  and  Naevius: 
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Livius,  Tragedies  (Ribbeck)  I.  i, 

'  i  A  *"  ^''wi  *'|  i..Ji||  w»w'*    i    i  j.|  A  * 

Si  malos  imitabo  turn  tu  pretium  pro  noxa  dabis. 
ii  it  <  ill 

A-A-G      A-A-G|A-A||    A-G      A-A-G|A-G 

The  weak  tones  si  and  pro  function  as  A  in  procatalexis. 
Of  the  four  primary  theses  all  but  the  last  are  A:  the  last  is  G. 
Of  the  four  secondary  theses  the  last  is  practically  determined  by  the 
conditions  of  the  meter.     Of  the  three  others  the  two  last  are  A:  the  first 
only  is  G.     There  is  no  O  tone. 

Five  coincidences  and  three  conflicts  of  the  accentual  and  the  quantita- 
tive verse-beat. 
The  rhythm  is  altogether  stress-rhythm  and  dominantly  biaccentual. 


V-3,         i     i     11 

Accensa  et  praeda  per  participes  aequiter. 
I  i  i  I  i         i 

A -A    |A  -  A-G  ||  A  -A      A  -  G°|  A-O-G 

The  weak  tones  et  and  per  in  tripudic  prominence.      Acatalexis  in  the 

last  tripudium  is  encouraged  by  the  metrical  requirement. 

Of  the  two  possible  primary  theses  both  are  A. 

Of  the  three  secondary  theses  all  are  A. 

There  is  no  O  thesis. 

Thoroughgoing  coincidence  of  tripudic  and  quantitative  verse-beat. 

The  rhythm  is  biaccentual  to  the  middle  of  the  third  tripudium :  the  rest 

is  unoaccentual. 

V.  9,  i  _  w  i   *  •  j  A  *  ||  i  +       1   A  |  4'  * 

Sollemnitusque  deo  litat  laudem  lubens. 
(I  II  ii 

A-O-O-A-G   |A-G||A-G      A-G  |A-G 

Acatalexis  in  the  first  tripudium. 

One  A  thesis,  four  G,  one  O. 

Wellnigh  thoroughgoing  alternation  of  accent  and  ictus. 

The  rhythm  is  unoaccentual  throughout. 
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i     Vt    4.  -  —     ^      — 


V.    II,  v,'w       i 

Clutemestra  iuxtim,  tertias  natae  occupant. 
II  li  li 

A  -  A-G  |  A-G    II  A-O-G  |    A  -  A-O-G 

Acatalexis  in  third  tripudium;  light  procatalexis  in  the  fourth  by  the 

conditions  of  the  meter. 

Four  A  theses,  one  G.    The  sixth  by  the  conditions  of  the  meter.     No 

O  thesis. 

The  rhythm  alternates  between  the  biaccentual  and  the  unoaccentual 

modulation. 

V.  12,  i       J.        |i±j.||iwJ.ij.|>Lj. 

Ipsus  se  in  terram  saucius  fligit  cadens. 
I  I  i  i         •  i 

A-G     I    A-A-G°!|  A-O-G  A-G|A-G 

The  tripudic  rhythm  is  mainly  unoaccentual. 
The  weak  tone  in  (G)  has  the  initial  thesis  position. 
Acatalexis  in  its  artistic  third  position. 

Three  coincidences  and  three  conflicts  of  the  tripudic  and  Greek  verse- 
beat. 

V.  13-14, 

i       j.       1  i  ^  |  A  .s.  ||  i       i    1    A  |    A  j. 

Quin  quod  parere  mihi  vos  maiestas  mea 

li  i  ill 

A  -  G      A-A-GIA-GIIA  -  A  A-G  I  A-G 


-       -    - 

Procat  toleratis  temploque  hanc  deducitis? 
I  li  ill 

A-G  |     A -A-G  ||  A -A  A  -  A|  A-O-G 

The  tripudic  rhythm  intertwines  the  unoaccentual  with  the  biaccentual 

modulation. 

The  weak  tone  quod  (G)  gravitates  to  the  tripudic  arsis. 

The  O  tone  in  the  last  tripudium  is  encouraged  by  the  conditions  of 

the  meter. 

Seven  coincidences  and  five  conflicts  of  the  Latin  and  Greek  verse-beat. 
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Livius,  Comedies  (Ribbeck)  II.  i, 

iwl          |iiwJ.||lij.|il         .1.      A    .*. 

Pulicesne  an  cimices  an  pedes  responde  mihi. 
ii  ill  I  ii 

A-O-A     IA-A-O-G  HA-A-G  |A  -  A  -  G  A-G 

The  unoaccentual  modulation  at  both  ends  of  the  verse,  biaccentual 

in  the  middle. 

The  weak  tone  an  (G)  takes  its  A  position. 

Acatalexis  in  the  first  tripudium;  the  0  tone  in  the  second  is  conditioned 

by  the  meter. 

Six  coincidences,  two  alternations  of  accent  and  ictus. 

Naevius,  Tragedies  (Ribbeck)  I.  6. 

V.  1-2, 

I     1|  i     ±    *  ||     ±       *  i     i     .u  |  vi,  ^ 
Quod  tu  mi   gnate   quaeso  ut  in  pectus  tuum 

A-A|A-A-G||    A-GA-A-G|A-G 

i    i    j.  |  i  * '  f  1  w    .1.     j   1     ii   *s    * 

Demittas  tamquam  in  fiscinam  vindemitor. 
it  ii  |  i 

A-A-G|A     -      G||A-O-G     |A-A-0-G 

The  first  verse  shows  biaccentual  modulation  throughout,  the  second 
blending  of  biaccentual  with  unoaccentual. 

The  weak  tone  quod  (G)  assumes  accentual  strength  at  the  beginning  of 
the  dipody.  The  weak  tone  ut  (G)  gravitates  to  arsis.  The  first  in 
(G)  assumes  the  preaccentual  position  as  A.  The  last  in  (G)  gravitates 
to  arsis.  Accordingly,  every  aspect  of  the  G  law  is  here  illustrated. 
Acatalexis  in  the  artistic  position.  The  0  tone  in  the  fourth  tripudium 
by  metrical  suggestion. 

Ten  coincidences  of  the  Italic  and  Hellenic  verse-beat,  and  two  alterna- 
tions, one  of  which  (tuum)  is  encouraged  by  the  metrical  conditions. 
There  is  no  O  thesis. 

V.  3,          l-i.     i   i    j.    |  w '  w     .*.  ||  i      1  |  i  v  A 
Omnes  formidant  homines  eius  valentiam. 
ii  *  ill 

A-G    A-A-G    I      A  -  G  ||  A  -  A  I  A-O-G 
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Alternation  of  single  and  double  thesis.     Metrical  O  in   the   fourth 
tripudium.     Five  coincidences,  one  alternation  of  accent  and  ictus. 


V.4,      i    1     - 


I 


1     w      ^ 


Contempla  p  1  a c i d e  f ormam  et  faciem  virginis. 
I  it  lit 

A-A-G|      A  -  G|  A         G       A  -  G°    A-O-G 

Unoaccentual  modulation  after  the  first  foot.  The  G  tone  et  in  tripudic 
arsis.  Metrical  O  in  the  fourth  tripudium.  Coincidence  of  Italic  and 
Hellenic  ictus. 

V.  5,         IwJKlJL-wi^jji^li-iw^ 
Excidit   orationis   omnis  -conf identia. 
till  i  ill 

A-O-G°|A-0-O-A-G   ||  A-G|  A-O-A-O-G 

Unoaccentual  modulation,  with  free  O  privilege,  and  one  0  thesis. 
Otherwise  coincidence  of  Greek  and  Roman  ictus. 
The  tripudic  caesura  after  excidit  closes  the  final  syllable  and  thus  legiti- 
mates the  long  thesis. 

v.  a,    w«o  i  w  ...  |  i    i     *  ||i"i/*  |  *•;* 

Earn  compotem  scis  nunc  esse  inventam  probri. 
II  t  II  i 

A  -  A-O-G  |  A  -  A  -  G  HA-A-G  |  A  -G 

Biaccentual,  with  incidental  Unoaccentual,  modulation.     The  metrical 
monosyllable  esse  gravitates  to  the  tripudic  arsis.     O  tone  in  first  tripu- 
dium.    Four  coincidences,  two  alternations  of  accent  and  ictus. 
Cicero,  Cato  Maior  6.  20, 

w'wi        1       Jt     J    1  1     V     *     |    i  i      -       I      0.  |    1         w    ^ 

Cedo  qui  vestram  rem  publicam  tantam  amisistis  tam  cito? 
t  (  it  i  I  I  i 

A  -A    A-G    |  A   -   A-O-G    ||  A  A-O-A-G    A  -  A-G 

Sic  enim  percontantur  illi  in  Naevii  poetae  ludo.  Alternation  of  biac- 
centual  and  Unoaccentual  modulation.  O  tone  in  second  tripudium  under 
metrical  encouragement.  Six  coincidences,  two  conflicts,  of  accent  and 
ictus. 
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Cicero  continues:  Respondentur  et  alia  et  hoc  in  primis: 

i        wwl-i.        I  i    _    i     j.    II    w  '  w  1      I   w  '  w      _       i       w    .1. 

Proveniebant  oratores  novi  stulti  a  dulescentuli 
(  ill  i  lit 

A-O-O-A-G0   |  A- O -A-G  ||     A    ,    A    |    A-O-A-O-G 

Unoaccentual  modulation.  Freedom  of  0  modulation  encouraged  by 
the  conditions  of  the  meter.  Coincidence  of  the  Latin  and  Greek  verse- 
beat.  In  spite  of  the  frequency  of  the  O  tone,  there  is  no  O  thesis. 

If  now  we  compare  this  interpretation  of  the  rhythm  with  the  tradi- 
tional one,  which  identifies  the  meter  of  the  two  verses,  we  shall  see 
that  the  traditional  iambic  view  of  the  last  verse  does  incredible  violence 
to  the  tripudic  conservativeness  of  Naevius: 

1       w^l       J.    j     i   _   1     J.     I  w'_         i      I  w1  w    _        1         ^  -s- 

Proveniebant  oratores  novi  stulti  adulescentuli. 
I  i  i        i  i  ill 

A-O-O-A-G  |  A-O-A-G  ||  A-G     A|     A-O-A-O-G 

Five  conflicts  of  accent  and  ictus,  and  two  O  theses. 

The  Epigramma  Naevii  is  itself  a  protest  against  such  violence  to  natural 

Latin  speech,  which  only  the  hellenomania  of  an  Ennius  could  commit. 

V.  8, 

iw'wJ.i-l.ll-l.l  J.     ||  1     J.          i     i    I  i      vl   J. 

Desubito  famam  tollunt  si  quam  solam  videre  in  via. 
i  i  i  (  i  i          i         i 

A-A-GA-G|A-G    A-G||A-G     A-A|A-A-G 

Biaccentual  tripudium  at  beginning  and  end,  unoaccentual  between. 
The  two  weak  tones  si  quam  assume  tripudic  relations  under  the  leader- 
ship of  the  stronger:  A-G.  The  weak  tone  in  (G)  has  the  accentual 
position.  Seven  coincidences,  one  conflict  of  accent  and  ictus. 

V.  9, 

Quin  ut  quisque  est  merit  us  praesens  pretium  pro  factis  ferat. 
ii  i  i  (ill 

A-G     A    -    G|    A-G      A-G  ||     A-G     A  -  A-G  |  A-G 
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Unoaccentual  modulation  throughout  except  in  the  arsis  of  the  third 
tripudium.  The  weak  tones  ut,  est,  pro,  fall  in  tripudic  position,  the 
first  two  as  arsis,  the  last  as  thesis.  The  first  six  theses  A,  the  last  two, 
conflicts  of  accent  and  ictus. 

V.    13,  w»w         W»W    *|    i     *|jl   J±0.'|     1     WJU 

Suo  sonitu  claro    f ulgorivit  luppiter. 
»  ill  tl 

A         A  -  G  |  A-G°  |  A-0-A-G°|  A-O-G 

Unoaccentual  modulation  after  the  first  tripudium.  Acatalexis  in  third 
position  according  to  tripudic  law,  in  fourth  by  the  conditions  of  meter. 
The  coincidence  of  accent  and  ictus  is  thoroughgoing. 

The  initial  iambus  suo  becomes  pyrrhic,  because  it  is  subsumed  under 
a  single  tripudic  tempus  or  time-beat,  which  can  utilize  only  two  shorts 
or  one  long.  The  superfluous  quantity  having  no  tripudic  function  can 
have  therefore  no  metrical  function.  Thus  the  iambic  law  is  a  purely 
accentual  and  tripudic  phenomenon,  which  has  nothing  to  do  with 
quantitative  rhythm,  except  that  it  is  enforced  against  the  quantitative 
law  by  the  higher  law  of  accentual  rhythm.  So  all  the  other  shallow 
vagaries  of  hellenizing  pragmatism,  such  as  "prehistoric  initial  accent," 
"syncope  of  toneless  vowel,"  "word-groups  and  enclisis,"  "metrical 
prose-rhythm,"  etc., — phenomena  which  can  have  none  other  than  the 
tripudic  explanation. 


V.    15, 


•  .,».  J   •     v,K,        II   »         v.'r-:     .>».,« 


A    ^ 


Numquam  hodie  effugies  quin  mea  moriaris  manu. 
ill  ill 

A  A     A  -  A  -  G II A    -    A        A  -  A-G  I  A-G 


Biaccentual  modulation.  The  G  tone  quin  begins  the  rhythmic  series 
with  initial  validity.  Coincidence  of  Latin  and  Greek  verse-beat, 
except  last  two  feet. 

V.  16, 

i        i       J.       J,  w  '  w  -s.     |     1  i     ||      ±       J.         w  '  w  .*.    j     i     w  -s. 

Tune  ipsos  adoriant  ne  qui  hinc  Spartam  ref  erat  nuntium. 
»  i  i  (  i  ill 

A-  A-G    A-A-G|A     -     A  ||   A- G       A-G°|A-O-G 
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Biaccentual  modulation  in  first  dipody,  unoaccentual  in  second.  Seven 
coincidences,  one  conflict  of  accent  and  ictus.  The  weak  tone  ne  (G) 
assumes  A  validity  at  the  head  of  the  biaccentual  tripudium. 

V.  17, 


Laetus  sum  laudari  me  abs  te,  pater,  a  laudato  viro. 
Ill  i  »  •          »  • 

A2-G°-G      A-A-G    |     A-  A||    A  -  G   A  -  A-G  |  A-G 

The  biaccentual  modulation  alternates  with  the  unoaccentual.  The 
weak  tones  sum,  abs,  a  assume  their  respective  tripudic  functions.  Six 
coincidences,  two  alternations  of  accent  and  ictus. 

V.  18, 


*  -     V 


Ne  mihi  gerere  morem  videar  lingua  verum  lingula. 
»  t  I  »ii)i 

A-  A         A-G|A-G        A-G  ||  A-G     A-G°|A-O-G 

Unoaccentual  modulation.  Weak  tone  ne  (G)  as  tripudic  thesis.  Met- 
rical acatalexis  in  fourth  tripudium.  Tripudic  shortening  of  the  final 
long  in  mihi.  Complete  coincidence  of  accent  and  ictus. 

V.  19, 

i      J.        1    J.|i          1  w'w       J.       ||       i  ^          1         *      I     1          A^ 

Passo  velo  vicinum,  Aquilo,  med  in  portum  fer  foras. 
Ill  t  I  I  ,1          I 

A-GA-G|A-A  A-G  ||    A-G     A-G  |  A-A-G 

Paracatalectic  modulation.  G  tone  in  gravitates  to  arsis.  Harmony 
of  tripudic  and  quantitative  verse-beat  up  to  the  last  iambus. 

V.    22, 

1  ^  j.     1         ±       |  JL  i  *  |j   it  j.     JL  j.|  1  w   i 

Liberi  sunt:  quaque  incedunt,  omnes  arvas  opterunt. 

it  i  »  I  I  I         I 

A-O-G     A    -   A        I  A-A-G    ||  A-G    A-Gl  A-O-G 
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Unoaccentual  modulation,  except  in  second  tripudium.  G  tone  sunt 
with  procatalectic  validity.  Metrical  acatalexis  in  fourth  tripudium. 
Harmony  of  accent  and  ictus. 

V.  24-26, 


II        II.  II 


_         ^-|-L-Lju|i-lN-'JL.|      -L      ±       w  — 

Vos  qui  regalis  corporis  custodias 
ii  ii  ii 

A-  G|  A-A-G°||  A-O-G|    A-A-O-G 

Alternating  unoaccentual  and  biaccentual  modulation.  The  G  tone  qui 
in  arsis.  Tripudic  acatalexis  in  third  place;  metrical  O  in  fourth.  It 
has  by  this  time  become  clear  that  the  violation  of  the  O  law  of  position 
was  the  sole  means  of  avoiding  the  more  serious  violation  of  the  tri- 
pudic accentual  thesis.  Coincidence  of  accent  and  ictus  after  the  first 
foot. 

w«wi^|l         11  j.   ||        i       w  '  w    A     |     A     A 

Agitatis,  ite  actutum  in  frundiferos  locos, 
ill  •  ii 

A-A-G      A -A   A          G||     A-A-G     A-G 

Alternating  biaccentual  and  unoaccentual  modulation.  The  G  tone  in 
as  arsis.  Coincidence  of  tripudic  and  quantitative  verse-beat,  except  in 
last  two  feet. 


Ingenio  arbusta     ubi    nata  sunt,  non  obsita. 
•  i  II  ii 

A-  A     |A-A     ||    A-A-G°-G    |    A-A-O-G 

Blended  biaccentual  and  unoaccentual  modulation.  Weak  tone  sunt 
in  arsis.  Metrical  O  in  last  tripudium.  Thoroughgoing  coincidence 
of  Italic  and  Hellenic  verse-beat. 

V.  28,       ,1,  .s.  i   ;i    a.,j  1    *.Ji4  *,|   >    w»y  * 

Eo   cum  argutis  linguis  mutas  quadrupedis. 
i  i         .  i  ii  I 

A-G  A-A-G  |  A-G  ||  A-G  |    A-A-G 

Tripudic  shortening  does  not  operate  against  eo,  because  the  final  syllable 
has  its  independent  tone,  and  does  not  share  in  the  preceding  acute 
expiration. 
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Alternating  unoaccentual  and  biaccentual  modulation.  The  G  tone 
cum  suffers  elision.  The  relations  of  the  accentual  to  the  quantitative 
tempora  in  quadrupedis  indicate  strongly  that  Naevius  intends  here: 

W     V     w     — 

quadrupedis 
•  » 

A  -  O-G 

which  avoids  the  quantitative  disruption  of  the  penultimate  accent, 
as  in: 

A      w'w     ^ 

quadrupedis 

i  • 

A        A  -  G 

In  the  last  case,  we  would  have  coincidence  of  accent  and  ictus  in  all 
but  the  first  and  last  feet;  in  the  first  case,  thoroughgoing  coincidence 
after  the  first  foot. 

v.  30-31, 

1         1        ^i^li^lll^'wliw^ 

Sublime  in  altos  saltus  inlicite  invios, 
(til  ii 

A-  A-  G  A-G  |  A-G||  A  -  A      |A-O-G 

Unoaccentual  modulation  of  the  tripudia  after  the  first.  The  G 
tone  in  gravitates  to  tripudic  arsis.  Metrical  acatalexis  at  close.  By 
this  time  we  have  become  satisfied  of  the  error  of  the  theory  of  the 
"prehistoric  initial  accent,"  and  of  the  truth  of  the  historical  initial 
accent  in  its  procatalectic,  as  well  as  acatalectic  position.  Complete 
coincidence  of  Italic  and  Hellenic  ictus.  A  careful  observation  of  the 
phenomena  of  acatalexis  and  coincidence  reveals  the  hellenizing  artifi- 
ciality and  insincerity  of  the  traditional  theory  of  the  grains  accentus, 
and  demonstrates  the  tripudic  distinctions,  G  and  O. 

W  *  C        W  '   W          -1-  w'w  —         I     -L       .S.    I)    J.          -L.  I    J.         w        -^ 

Ubi  bipedes  volucres  lino  linquant  lumina. 
I  I  •  (  .   (          i 

A    -   A  -  G      A-G   lA-GllA-G      IA-O-G 


94  THE  LITERARY  SATURNIAN 

Unoaccentual  modulation  of  the  tripudium  after  the  first  tripudic  thesis. 
The  tripudic  thesis  A  discards  metrically  the  quantity  in  ubi  which  it  does 
not  use  tripudically  ,  and  it  does  so  in  the  case  of  the  trochee  as  well  as  in 
the  more  frequent  one  of  the  iambus.  For,  as  our  Varronian  tradition 
teaches  us  (Goetz-Schoell,  Fragmenta  217),  longitudo  verborum  duabus 
in  rebus  est,  tempore  et  syllabis  (that  is,  length  of  time-beat,  as  well  as 
syllabic  length)  .  tempus  ad  rhythmicos  pertinet,  syllabae  ad  metricos.  inter 
rhythmicos  et  metricos  dissensio  non  nulla  est,  quod  rhythmici  in  versu 
longitudine  vocis  tempora  metiuntur  (measure  their  time-beats  by  the 
length  of  the  expiratory  effort)  et  huius  mensurae  modulum  faciunt 
tempus  bremssimum  (and  they  set  up  as  their  unit  of  measure  the  shortest 
possible  time-beat},  in  quo  cum  quae  syllaba  enuntiata  sit  brevem  vocari 
(and  they  say  that  any  syllable  whatever  when  pronounced  in  that  time- 
beat  is  called  short). 

Consequently,  with  the  rhythmici  our  law  of  accentual  correption  or 
tripudic  shortening  may  operate  upon  any  syllable  whatever  when  in 
rapid  tripudic  utterance  the  acute  expiration  is  carried  over  from  one 
syllable  to  another,  that  is,  when  the  'long'  tripudic  time-beat 

I 

« 

A 

resolves  itself  in  rapid  tripudic  utterance  into  its  equivalent,  two  'short' 
tripudic  time-beats, 

w  '  w 

A 

which  means  of  course, 

A  A 

a  -a 

and  may  therefore  assume  any  one  of  the  combinations  called  for  by  the 
tripudic  context  out  of  the  following: 


a-a 

Therefore  we  shall  find  our  law  of  tripudic  correption,  or  accentual 
resolution,  to  be  valid  for  trochee, 
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—  <&  w  *  w 

ille  =     ille 
A-G  A 

as  well  as  for  iambus, 

*i/    J.  W       V 

suo     =     s  uo 
A-G  A 

and  in  neither  case  because  of  the  'tonelessness'  of  the  final  syllable, 
which  is  an  Unding  in  Latin,  but  on  the  contrary  because  that  syllable 
receives  the  most  powerful  of  all  Latin  tones,  the  acute  stress  A,  which 
it  shares  jointly  with  the  initial  syllable.  For,  as  our  Varronian  tradi- 
tion teaches  us  (Goetz-Schoell,  Fragmenta  216),  acuta  exilior  et  brevior 
et  omni  modo  minor  est  quam  gravis,  ut  est  facile  ex  musica  cognoscere, 
cuius  imago  prosodia.  nam  et  in  cithara  omnique  psalterio  quo  quaeque 
chorda  acutior  eo  exilior  et  tibia  tanto  est  voce  acutiore  quanto  cavo 
angustiore,  adeo  ut  corniculo  aut  bamborio  addito  gravior  reddatur, 
quod  crassior  exit  in  aera.  brevitatem  quoque  acutae  vocis  in  isdem 
organis  animadvertere  licebit,  siquidem  pulsu  chordarum  citius  acuta 
transvolat,  gravis  autem  diutius  auribus  inmoratur.  etiam  ipsae 
chordae  quae  crassius  sonant  longiores  videntur,  quia  laxius  tenduntur; 
item  in  fistula  duo  calami  brevissimi  qui  acutissimae  vocis.  tibiae  quoque 
acutiores  quae  breviores  et  his  foramina  quam  sunt  ori  proxima  et  brevioris 
aeris  motum  persentiscunt  tarn  vocem  reddunt  acutam.  sic  in  loquentium 
legentiumque  voce  ubi  sunt  prosodiae  velut  quaedam  stamina,  acuta  tenuior 
est  quam  gravis  et  brevis  adeo,  ut  non  longius  quam  per  unam  syllabam, 
quin  immo  per  unum  tempus  protrahatur;  cum  gravis  quo  uberior  et  tardior 
est  diutius  in  verbo  moretur  et  iunctim  quamvis  in  multis  syllabis  residat. 
quocirca  graves  numero  sunt  plures,  pauciores  acutae,  flexae  rarissimae. 
Let  us  observe  in  the  richer  phenomena  of  Latin  speech  the  crushing 
correptive  energy  of  this  tripudic  stress  resolution  and  stress  contraction : 

^'^  1 

h  i  c  e   =    hie 

A  A 

w'w  i 

h  o  c  e    =    hoc 
A  A 
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essi    =    essi    =    es 
A-G  A  A 

i     vt,  w'  w  1 

esti    =    esti    =    est 
A-G  A  A 

vl      j.  w'  w  ^'  ^ 

bene    =    bene    =    bene 
A-G  A  A 

«!/  j.  w' w  w' w 

male    =    male    =    male 
A-G  A  A 

>!/      J.  W1   W  ~'    W 

mihi   =    mihi   =    mihi 
A-G  A  A 

vl    ^  w'w  w'w 

tibi    =    tibi    =    tibi 
A-G  A  A 

sibi    =    sibi    =    sibi 
A-G  A  A 

ibi  =    ibi    =    ibi 
A-G          A  A 

A   -i.  w1  w  w'  w 

ubi  =  ubi  =  ubi 
A-G  A  A 

A  j.  <*,*  w  w'  w 
ave=  ave=  ave 
A-G  A  A 

1 O  w' w  1 

dice  =  dice  =  die 
A-G  A  A 
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i  o         w'w          i 
duce  =  duce  =  due 
A-G  A  A 

f  a  c  e  =  f  ac 
A  A 

w'w  i 

fere    =    f  er 
A  A 

w' w  1 

neque  =  nee 
A         A 
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atque  =    atque    =    ac 

A-G  A            A 

1  ill  w  '  w                 — 

sive  =    sive   =    seu 

A-G  A            A 


neve   =    neve    =    neu 
A-G  A  A 


rr» 


w  — 

hodie    =     h  odi  e 
A-O-G  A  -  G 

w'  vx  J. 

valide 
A-G 

w'w     * 

solidus 
A-  G 


w  '^  a. 

hodie 

A-G 


j.  _._ 
valde 
A-G 

j^  _._ 

soldus 

A-G 


c  a  1  i  d  u  s    =    caldus 
A-G  A-G 
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W1   W    J.  1      J. 

siticus   =    siccus 
A-G          A-G 

W»W      i  1         J. 

laridum  =    lardum 
A-G  A-G 

iw-s.  s?»w.i.  1   ^ 

ordino    =    ordino    =    orno 
A-O-G  A-G          A-G 

1    w  -i.  w'w  .s.  1    -i. 

subrego  =  subrego  =  surgo 
A-O-G     A  -  G    A-G 

iw^.  w'wJ.  i   A 

perrego    =    perrego    =    pergo 
A-O-G  A-G  A-G 

w'w        1  w'w      J.  1       JL 

avicaps  =   aviceps  =   auceps 
A  -A  A-G  A-G 

IwJ.  w'wJ.  l-i.  iwi 

elavo  =   elavo  =   elvo  =     eluo 
A-O-G          A-G         A-G          A-O-G 

iwi  w'wJ.  iu.  iwJ. 

denovo  =  denovo  =  denvo  =  denuo 
A-O-G  A-G  A-G          A-O-G 

sacros  =  sacros  =  sacrs  =  sacers  =  sacer 
A-G     A     A     A-G    A-G 

Ai  w*w  1  vi/J.  v!/^.- 

agros  =  agros  =   agrs  =   agers  =*ager 
A-G  A          A  A-G         A-G 

1  j.  o'_  1  1  1     -i. 

Martis  =  Martis  =  Marts  =  Mars  =   Mar[mar] 

A-G  A  A  A  A-G 
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1    -U  w»_  i  i 

sortis  =  sortis  =  sorts  =   sors 
A-G  A  A  A 

1  j.          w»_  ill 

partis  =  partis  =  parts  =   pars  =   par 
A-G  A  A  A  A 

fSo  feris      =    fers 

\!/    JL  w'w  -L  J.  ... 

T  T  T  _  rent  =    fert 

Lans  =  Lans  =  Lars  =  Lar      <  .    .  .  ... 

A  ~  .  feritis  =    fertis 

A-G  A  A  A  ,  , 

[_  ferere  =    ferre 

iwJ.  w'wo.  ij.  vlij.  >l/ij. 

agrulus  =   agrulus  =   agrlus  =   agerlus  =   agellus 
A-O-G  A-G         A-G         A-A-G         A-A-G 

i       W       J.  w'w        ^.  ij.  vll-S.  xlii 

scabnulum  =  scabnulum  =  scabnlum  =  scabenlum=  scabellum 
A-O-G  A-G  A-G  A-A-G        A-A-G 

JLwj.  w'w.±.  1^.  ij. 

praedico  =  praedico  =  praedco  =  praeco 

A-O-G  A-G  A-G  A-G 

v^'w         1          J.  1      i       i 

aramentum  =   armentum 
A-A-G  A-A-G 

^•c    i      j.  1  1    j. 

aragentum    =    argentum 
A-A-G  A-A-G 


repeperi    =    repeperi    =    repperi 
A-A-G  A-O-G          A-O-G 


reiicio  =  reiicio  =  reicio  =  reicio 
A-A-G          A-O-G         A-O-G        A-A-G 
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W  *  W      W  Jh  JL       W    A  —    s> 

perquitio   =   perquitio   =   perqutio   =    percutio 
A  -  A-G  A  -  O-G         A-O-G          A-A-G 


quinquedecim  =  quinquedecim  =  quinqudecim  =  quindecim 
A-A-G  A-O-G  A-O-G  A-O-G 

1  1  .i.  c;1-  -i.  vlij. 
obmitto  =  obmitto  =  omitto 
A-A-G  A-G  A-A-G 

cannalis  =  cannalis  =   canalis 
A-A-G  A-G         A-A-G 


dissertus  =   dissertus  =    disertus 
A-A-  G  A-G          A-A-G 

1  j.  l-i. 

naro    =  narro 
A-G         A-G 

1    o  1    o 

buca   =    bucca 
A-G  A-G 

1    j.  1      j. 

sucus    =    succus 
A-G  A  -  G 

w'-w'w^.  w'^w'^J-  1      w»w    J. 

calefacio    =    calefacio   =    calfacio 
A   -    A-G  A   -    A-G          A-A-G 


enos   =    enos    =    nos 
A-G  A  A 


Ego  =  ego  =  ego  =  io,  je,  etc. 
A-G          A  A 
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i    O  w'w 

ille  =  i  11  e  =  il,  le,  etc. 
A-G         A 

1          i        M,  w'_A  vtio 

Casmena  =   Casmena  =   Camena 
A-  A-G  A  -  G         A-A-G 

vt       i      O  >!/        w'w  v     »     w  1 

proinde  =  proinde  =  proind  =  proin 
A-A-G        -A  -  A  A  A 

^    ™    ^  v    w    w  ^/   I    ^7  _!_ 

deinde  =  deinde  =  deind  =  dein 
A-A-G        A-A  A  A 

v!/    i     M,  vl   w1^  w»w  1 

aisne  =  aisne  =  aisn  =  ain 
A-A-G         A-A  A  A 

i       i       O  i       ^^  W      '      W  i       .1. 

exinde  =  exinde  =  exind  =  exin 
A-A-G        A-A  A  A-G 

>!/    1    o          vt  o'w  w'v?          «!/  j. 

videsne  =  videsne  =   videsn   =  viden 
A-A-G          A-A  A  A-G 


egone  =  egone  =  egon 
A-A-G         A-A          A-G 

It  is  clear  therefore  the  phenomena  of  'syncope'  and  'iambic-shortening 
are  tripudic  phenomena,  and  in  no  sense  phenomena  of  tonelessness. 
On  the  contrary  the  stress  exuberance  of  the  tripudium  is  their  universal 
cause. 

Precisely  so  too  with  the  phenomena  of  Vowel-weakening'  after  the 
accent,  regardless  of  whether  the  syllable  involved  is  itself  O  or  A: 

A      W     V.  A  —        V      w    -i. 

confacio   =    conficio 
A-A-G          A-A-G 
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1    1     j.          1     ±    .s. 

conscando  =   conscendo 
A-A-G          A-A-G 

11...  1          1       JL. 

concaedo  =   concido 
A-A-G         A-A-G 

1     1    j.          1   1   j. 

conclaudo  =  conclude 
A-A-G         A-A^G 

iiwJ.  llwJ. 

exaestimo   =    existimo 
A-A-O-G          A-A-O-G 

Hence  it  is  that  hellenizing  pragmatism  invents  its  theory  of  the  'pre- 
historic initial  accent,'  because  it  had  to  explain  'vowel- weakening'  under 
the  'historical'  accent. 

Let  us  observe  in  conclusion  some  of  the  manifold  phases  of  this  vowel- 
tempering  following  the  sledge-hammer  stress  of  the  initial  accent: 


.     \_>   -i. 


conlego  =  colligo 
A-O-G          A-O-G 

1  w  +  1  ~  ^ 
concado  =  concido 
A-O-G  A-  O-G 

W     W    J.  v^  '  v^     -1. 

cecadi   =    cecidi 
A  -  G  A  -  G 

J,  1  ^  >t  1  .i. 
cecaedi  =  cecidi 
A-A-G  A-A-G 

W     W       -^  W-    ^      A 

novotas   =    novitas 
A  -  G  A  -   G 
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p  i  o  tas  =   p  i  e  tas 
A  -  G  A  -  G 


pepari  =  peperi 
A-  G          A-  G 


expars  =  expers 
A-G          A-G 

1   .1.  i    j. 

sollars  =   sellers 

A-G          A-G 

_  W     .1.  J.         \s     J. 

reddedi  =    reddidi 
A-O-G          A-O-G 

i  w  ^          i  w  -=. 

aufero  =   aufero:  the materialwas already 
A-O-G          A-O-G         tempered. 

J.      W         -i.  J.      W         J. 

contemax  =    contumax 
A-O-G  A-O-G 


aucapor  =  aucupor 
A-O-G        A-O-G 


optimus   =    optumus 
A-O-G          A-O-G 


maxmus    =    maxumus 
A-O-G  A-O-G 

X  W  A  —    \^   — 

aurifax   =    aurifex 
A-O-G         A-O-G 
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Thus  nowhere  does  the  phenomenon  of  tonelessness  involve  either 
syncope  or  shortening,  or  any  other  sort  of  disappearance,  which  on  the 
contrary,  like  the  phenomenon  of  vowel  weakening  itself,  all  emerge 
as  manifestations,  in  one  form  or  another,  of  the  correptive,  crushing, 
or  tempering  energy  of  the  double  acute-stress  of  tripudic  accent. 

Returning  now  to  our  metrical  and  rhythmic  problems,  we  shall  have 
no  doubt  in  setting  aside  the  results  of  hellenizing  pragmatism  in  toto, 
and  substituting  for  the  sophistries  of  quantitative  theory  the  realities 
of  tripudic  truth: 

i      c,  w'w  w'w 

nempe  =  nempe  =  nempe 
A-G  A  A 

i    O  w«  w  w'  w 

unde  =   unde  =   unde 
A-G          A  A 

1   &  V*  ^  w»  w 

inde  =  inde  =  inde 
A-G  A  A 


vllo             ^'O  M.  ^'w^ 

proinde  =  proinde  =  proinde 

A-A-G         A-G  A-G 

A    i    O                   w'wM,  w'wO 

deinde  =   deinde  =  deinde 

A-A-G        A-G  A-G 


So  non  volo 
A  -  A-G 

=   non  volo 
A  -  G 

=   nolo. 
A-G 


quippe   =    quippe   =    quippe 
A-G  A  A 

ille  =  ille  =  ille 

A-G          A  A 

i    *          ^*  w  w' w 

iste   =   iste   =  iste, 
A-G           A  A 
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wherever  throughout  the  whole  extent  of  scenic  art  the  phenomena  in 
question  are  involved.  For,  as  our  Varronian  tradition  again  explains 
(Goetz-Schoell,  Fragmenta  217.  30),  rhythmici  temporibus  syllabas,  me- 
trici  tempora  syllabis  finiunt  (the  time-beat  is  the  syllable  oi  your  rhythmici, 
and  not  the  syllable  itself;  the  syllable  itself  is  the  time-beat  of  yourmetrici, 
and  not  the  time-beat  itself). 

v.  32-33, 

Ut  in  venatu  vitulantis  ex  suis 
•  »          i         i  (         ( 

A-G  |  A-A-G||A-O-A- G  |A-A-G 

i-s.        1  i        J.|±A||w'wlj.|vl/j. 

Lucis  nos  mittat  poenis  decoratas  feris. 
»  i  i  i  i  i 

A-G    A  -  A  -  G  |  A-G  ||    A  -  A-G   |  A-G 

Unoaccentual  alternating  with  biaccentual  modulation  of  the  tripudium. 
The  weak  tone  ut  (G)  functions  as  A  in  the  powerful  initial  position. 
The  weak  tone  in  (G)  assumes  its  normal  arsis  position.  Acatalexis  in 
the  third  place.  Coincidence  of  accentual  and  quantitative  thesis, 
except  at  the  beginning  and  end  of  each  verse. 

Thyrsigerae  Bacchae  Bacchico  cum  schemate. 
«  i  •         •  »  .       • 

A-A-G|    A-G  ||    A-O-G)    A-A-O-G 

Biaccentual  modulation  in  first  tripudium,  unoaccentual  in  second 
and  third,  biaccentual  followed  by  unoaccentual  in  fourth.  Weak  tone 
cum  (G)  in  strong  tripudic  procatalexis  as  A.  Tripudic  acatalexis  in 
third  place,  metrical  0  in  fourth.  Coincidence  of  Italic  and  Hellenic 
thesis. 

Die  quo  pacto  eum  p  o  t  i  t  i ,  pugnan  an  dolis? 
»  I  t  I  I        I 

A  -  A      A   -   A    |  A -A-G  ||  A  -  G  I  A- A-G 
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Weak  tone  an  (G)  in  procatalectic  prominence.     Tripudic  correption  of 
eum  under  the  double  time-beat. 

V.38, 

io^j.|vii>ti     i    ii  w '  w    i    |  i    wiwj. 

Ne  ille  mei  feri  ingeni  iram  atque  animi  acrem  acrimoniam. 
I  I  I          I  I  ill 

A-G  A-G  |  A-A-A  A  -  A      |     A-A     |    A-O-A-O-G 

Such  would  be  the  orthodox  interpretation  with  Greek  elisions.     There 
is  no  doubt  however  that  Naevius  means: 

JL  rrl Irs  J.  I  I   J.   1         1      II    ~»~    1      I     1  1 


Ne  ille  mei  feri  ingeni  iram  atque  animi  acrem  acrimoniam. 
•  lit  I  *\  »          » 

A  -  A      A  -  A  |  A-A  A  -  A    j|       A  -  A     |    A  -  O  -  A  -  O-G 

Tripudic  correption  of  ne  ille  under  acute  thesis  and  a.cute  arsis:  nam 
rhythmici  temporibus  syllabas  finiunt.  So  also  of  mei  under  acute  thesis. 
Weak  tone  ne  (G)  in  powerful  initial  position  as  A.  Metrical  acatalexis 
in  last  tripudium.  The  biaccentual  modulation  reproduces  perfectly 
the  unoaccentual  effect  by  successive  eliminations  of  the  tripudic  arsis. 
Complete  coincidence  of  Greek  and  Roman  verse-beat. 

V-39, 

w  •  C      J-        W  '  W  I      I      »  .         i    A  II      »  .  1    J.  |     i       w       • 

^ 

Cave  sis  tuam  contendas  iram  contra  cum  ira  Liberi. 
I  i  ill  ill 

A-A      A  -  A|  A-G  A-G  |  A-G         A-G|  A-O-G 

Tripudic  correption  of  cave  sis  to  trochaic  equivalent.  Metrical  acatalexis 
in  fourth  tripudium.  Equivalent  unoaccentual  modulation  through- 
out. Coincidence  of  tripudic  and  quantitative  verse-beat. 

We  have  dwelt  thus  exhaustively  upon  the  phenomena  in  Naevius 
in  order  to  make  clear  that  the  great  master  of  Italic  art  had  solved  for 
all  time  the  problem  of  modulating  the  rhythm  of  the  double  accent  to 
that  of  quantitative  verse.  His  method  of  accomplishing  his  task  was 
the  only  possible  artistic  one,  namely  the  unoaccentual  modulation  of 
the  tripudium,  for  which  Andronicus  had  abundantly  prepared  the  way 
with  the  literary  Saturnian: 
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vljL         Ir'A  M  -A  *    ||  1.  V  •»   |.  1    i    * 

Virum  mihi  Camena    insece  versutum 
A-G     A-G|  A-A-G0  A-0-G|   A-A-G 

Unoaccentual  paracatalexis  in  the  first  tripudium,  preparing  the  way 
for  the  iambic  modulation  of  the  tripudic  dipody  :  unaoccentual  acatalexis 
in  the  third  tripudium,  preparing  the  way  for  the  trochaic  modulation 
of  the  tripudic  dipody. 

But  the  auspicious  beginning  of  Naevius  was  turned  awry  by  the  evil 
genius  of  Ennius,  and  two  hundred  years  of  artificiality,  snobbery,  and 
pretence  was  the  heavy  penalty  that  Roman  art  had  to  pay: 

Immortales  mortales  si  foret  fas  flere, 
Flerent  divae  Camenae  Naevium  poetam 
Itaque  postquam  est  Orchi  traditus  thesauro, 
Obliti   sunt    Romae   loquier   lingua   Latina! 

Passing  over  Plautus,  who  was  wholly  loyal  to  Naevius  and  the 
rhythmus  cum  metro,  let  us  observe  the  strange  phenomena  of  Ennius 
with  his  artificial  dualism  in  art,  the  rhythmus  et  metrum.  It  will  be  well, 
however,  before  taking  leave  of  our  scenic  rhythmici  proper,  to  show  by  a 
few  stock  examples  taken  at  random  from  the  current  Studien  and 
Forschungen  of  hellenizing  metric  the  hopeless  error  of  all  their  quantita- 
tive theorizing  about  the  tripudic  art  of  Plautus  and  his  fellows: 

Asin.'ny, 


Nempe  in  f  oro  i  b  i  si  quid  opus  fuerit  meminero. 
Ill  til 

A  -  G|  A-  A-G||   A  -  A       A-G|A-A-G 

Alternating  unoaccentual  and  biaccentual  modulation  of  tripudic 
rhythm.  Coincidence  of  tripudic  with  quantitative  verse-beat.  Tri- 
pudic correption  of  ibi  and  opus  under  acute  stress.  Weak  tones  in  and 
si  gravitate  to  arsis;  quid  rises  at  beginning  of  tripudic  series  to  A. 

Asin.  339, 

«  ' 


Ita  enim  vero,  sed  tamen  tu  nempe  eos  asinos  praedicas. 
i  »          i  i  »  •  (         i 

A  -  A    A-G|  A-  A-G  ||  A-  A          A    -    A  -G  |     A-O-G 
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Alternating  biaccentual  and  unoaccentual  tripudia.  Coincidence  of 
tripudic  and  quantitative  verse-veat.  Tripudic  correption  of  enim  and 
eos  under  the  resolved  time-beat  A.  Weak  tone  sed  (G)  in  tripudic 
thesis  as  A.  Metrical  acatalexis  in  fourth  tripudium. 

Aul.  294, 


Nempe  sicut  dicis.     Quid  hie  non  poterat  de  suo? 
ii  i  lit 

A  -  A-G  |  A-G    ||         A  -    G       A  -  G   |  A-A-G 

Biaccentual  modulation  in  first  and  last  tripudium,  unoaccentual  between. 
Coincidence  of  accent  and  ictus,  except  in  the  metrically  conditioned  last 
foot.  Tripudic  correption  of  nempe  and  quid  hie  under  the  resolved  time- 
beat.  Weak  tones  non  and  de  perform  their  respective  tripudic  functions. 
Thus  hellenizing  pragmatism  will  have  to  swallow  the  bitter  pill  of 
'trochaic'  as  well  as  'iambic'  shortening,  which  means  the  final  bank- 
ruptcy of  its  doctrine.  For  other  examples  of  tripudic  shortening  of  the 
trochee  nempe,  cf.  Cas.  599,  Merc.  776,  Mil.  906,  922,  Most.  335,  Rud. 
343,  565,  1392,  Trin.  328,  427,  True.  362,  Phorm.  307,  Epid.  449,  Men. 
1030,  Mil.  337,  Pseud.  353,  1169,  1189,  Rud.  565,  567,  1080,  Adelph. 
742,  and: 

Bacch.  188, 

vi,    i    ^  w'w     4.     (  i    *    jj     w'w          1      ^    |    A    -u 

Rogabis   me   ubi   sit:   Vivit,   nempe   recte  valet. 
i  i  i  i  »  i 

A-A-G  A  -  G    |  A-G  ||     A    -    A-G  |  A-G 

The  truth  about  nempe  is  particularly  emphasized  in: 
Pseud.   151, 

O'w      w»w      i         i        A     J     1     1     *|j  1  w«w  A    1  1    |   i    *       i 

Nempe  ut  ani  mati  estis,  vincitis  dur  i  t  i  a  tergi  hoc  atque  me 
I  I  i  i  i  i  ii 

A     -     A      A  -  A-  G   I  A-A-G  II  A-A-G  A   -   A  I  A-G-A 
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The  rapid  articulation  of  such  accentual  proclitics  plays  into  the  hands 
of  tripudic  correption. 


Haut.    534, 

i       i 


J,     I 


Unde  esset  adulescenti,  amicae  quod  daret. 
til  ill 


A  -  A-G  |    A-O-A    ||  A-A-G  |    A    -   A-G 


Cas.  631, 


w 


'wo.    i 


J.     -1.      W  '  V 


Pardalisca.  Perii:  unde  meae  usurpant  aures  sonitum? 
(        i  i  i  I  I  ii 

A-O-A-G     A-GA-G||    A-  A  A-G      |A-G      A-G 

*Semi-hiatus  after  meae. 
Andr.    511, 

11  ^  lllll^ll^ll^J^^ 

Unde  id  scis?   Audivi  et  credo:  multa  concurrunt  simul. 
I  •  I  i  »  »  i  i 

A-A-G      A  -  A  |  A  -  A  -  G    ||  A-G    A-A-G     |A-G 
Pers.  760, 

1  w      '      W        J.          w'~         J-  1  1          i       ||        1      WW         1  J.        I 

Unde  ego   omnis  hilaros   ludentis   laetificantis 
»  i  i  i  i  I 

A      -      A  -   G|    A-G     A-A-G   ||  A-O-O-A-G   | 

f'aciam  ut  fiant. 
i  i 

A        G     A-G 

Alternating  biaccentual  and  unoaccentual  modulation  in  the  first  dipody; 
unoaccentual  alone  in  second.  Alternating  harmony  and  conflict  of 
accent  and  ictus  in  first  dipody;  harmony  only  in  second.  Thus  the 
error  of  the  iambic  interpretation  is  patent: 


no 
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i      i 


Unde  ego  omnis   hilaros    ludentis    laetificantis 


I  I 

A-G  I    A-G 
w'w       j.       i    ^ 
faciam  ut  fiant. 
i  I 

A    -     G      A-G 


i  i 

A-A  -G 


i  i 

A-O-O-A-G 


Five  conflicts  of  accent  and  ictus,  including  a  O  thesis:  an  impossible 
artificiality,  entirely  foreign  to  the  scenic  rhythmici. 


Andr.  750, 


i 


—  —     w 

Qui  hie  neminem    alium  videam?     Miror  unde  sit. 
I  I  »  ill 

A    -  A-O     I    A  -  G      A-G      II   A-  G°l  A-O  -  G 


Eun.  305, 


Unde  is?  Egone?  nescio  hercle  neque  unde  earn  neque  quorsum  earn- 
i  i  I  i  i  i  ii 

A-A        A-  G°|  A-O-A-G]      A  A-G|     A-A         A-G 

Tripudic  shortening  in  egone  and  neque  unde. 
Capt.    109, 

w'w        w  •  w    w    i    v*  |      i  1  ||  ±   i     I    i    w    a. 

Unde  saturitate  saepe  ego  exivi   ebrius. 
ill  ill 

A          A-O-A-G     A  -   A||A-A   |A-O-G 

Pyrrhic  shortening  of  unde  under  the  resolved  time-beat. 

For  other  examples  cf.  Cist.  II.  3.  19,  Mil.  376,  Pers.  494,  Poen.   109, 

1055,  Trin.  218,  Epid.  144,  Mil.  687,  and: 

Pers.   150, 


Qui  sibi  parentes  fuerint  unde  surrupta  sit. 
ill  ill 

A-A       A-A  -G   |    A-G    ||    A    -    AjA-O-G 
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Pyrrhic  shortening  of  iambus  sibi  and  trochee  unde  under  the  rapid 
double  stress  in  the  same  verse.  It  has  thus  become  plain  that  the 
whole  "syncope-law"  like  the  "iambic  law"  must  be  relegated  to  the 
limbo  of  hellenizing  empiricism.  For,  as  our  Varronian  tradition  ex- 
plains (Fragmenta  216),  acuta  tenuior  est  quam  gravis  et  brevis  adeo, 
ut  non  longius  quam  per  unam  syllabam,  quin  immo  per  unum  tempus 
protrahatur:  whence  it  follows  that  the  tempus  brevissimum  or  resolved 
time-beat  will  shorten  any  long  syllable  to  which  it  is  propagated. 

Amph.  1000, 

i  i      ^  1  i      j   i        w     *   ||  1         1       V         1         1    .».     |  A      * 

Atque  ilium  sursum  ascendero:  inde  optume  aspellam  virum. 
ii  i  (  I  )  I  « 

A    -   A-G      A        A    lA-O-G    A-A-O-A-A-G   |A-G 
Aul.  707, 

w'^       j.      1    1     |    A     1        ||   i        _     i     ^      I,    A 
Indeque  spectabam  ubi  aurum  abstrudebat  senex. 
it  I  ill 

A    ,    G      A-A    |  A  -  A        ||  A   -  O  -  A  -  G    |  A-G 

The  ictus  on  the  O  tone  reproduces  exactly  the  tripudic  modulation  in 
the  first  dipody:  a  graceful  and  masterly  experiment  with  the  otherwise 
impossible  O  thesis.  Tribrach  shortening  of  the  dactyl  indeque  under 
tripudic  resolution  of  the  A  time-beat.  The  artificiality  of  the  hellenizing 
interpretation  is  patent: 

1.  1    1     I  A     1        II  1  1      i.  I  A 


Indeque  spectabam  ubi  aurum  abstrudebat  senex. 
i  (  i  ill 

A-O-G      A-A     |  A -A       ||A-O-A-G|A-G 

A  penultimate  O  as  thesis  is  the  mortal  sin  of  Ennius  and  the  rhythmus 
et  metrum;  such  utter  artificiality  is  wholly  foreign  to  the  rhythmici  and 
their  principle  of  rhythmus  cum  metro. 

Amph.  429, 

w'w      A     ^        1      i        I     i  i       u.||l       w  i       JL     «.'|*     A 

Cadus  erat  vini:  inde  implevi  hirneam.  Ingressust  viam. 
ill  ii  ill 

A  -A-G     A-A    lA-A-GHA-O      -     A- A-G  |  A-G 
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Asin.  777, 


i 


i     » 


t 


w    '    w  —  -1        J_        O  J-      C/  J_  X  JU       I         Cf       A 

Neque  quom  descendat  inde  det  quoiquam  manum. 
«  I  I  »  it 


Pers.  394: 


A    -    G       A-A-G  |  A-G     A-A-G       A-G 

vl       1    i      i  a.  |      v/'C7^|1ii*|>!/j. 

Dabuntur  dotis  tibi  inde  sescenti  logi. 
II  I  ill 


A-A-G    A-G|      A-G|  A-A-G|  A-G 

Tribrach  shortening  of  tibi  inde  under  the  resolved  time-beat. 
Amph.  156, 

w'w        1         J.   I  i  wiw.i.li.i.         lJLj.ll          vt        J. 

1  I  I 

Inde  eras  e  promptuaria   cella  depromar  ad  flagrum. 
I  f  I        I          I  i  I  I 

A  -  A-G°|    A   -    O-A-O-G)  A-G    A-A-G  |  A- A-G 

Pyrrhic  shortening  of  inde.  Weak  tones  e  and  ad  in  arsis  and  thesis 
position  respectively. 

Poen.  902, 

^'^  ^       i   j.    Jo'w   1   -JL  j.  |v»w    1  i  *       1^^ 
Ibidem  gnatust,  inde  surruptus    fere  sexennis,  postibi. 
)  I  i  i  i  »  i        i 

A-G      A-G    |    A  -  A  A-G  ||    A  -  A  A-G°|  A-O-G 

Anapestic  shortening  of  ibidem,  pyrrhic  of  inde,  under  the  tripudic 
resolution  of  the  A  time-beat.  For  other  examples,  cf.  Aul.  366,  679, 
Capt.  128,  Most.  744,  Poen.  2,  1153,  Pseud.  588,  Phorm.  681,  Cas.  902, 
932,  Stich.  67. 

Amph.  973, 

Recte  loquere  et   proinde   diligentem  ut  uxorem  decet 
ii  ill 

A-G      A   -    G|    A-  G°||A-O-A 


ill 
G  A-A-G  I  A-G 


NAEVIUS  AND  THE  LATER  ITALIC  TRADITION  113 

Pers.  570, 


1      X    I         i   A       W*V    *     j      1     W    * 

Proinde  tu  tibi  iubeas  concludi  aedis  foribus  ferreis. 

r        i  •  «  ii  it 

A-GA-A    |     A-G      A-  A  |    A-G      A-G°|    A-O-G 

Tribrach  shortening  of  proinde  in  both  verses.     So  also: 
Haut.  65, 

i       ^  1  1      J.      |      w'O*     ||w«W          i     J.     I     X      J. 

Servos  complures:  proinde   quasi  nemo  siet. 
i  ii  ill 

A-G      A  -A-G  |     A-  GU    A  -  A-G  |  A-G 
Phorm.  668, 

X    1     .•.[   w«w*||     i   w  ^        1         w'w|    A^ 

Sescentas  proinde  scribito  iam  mihi  dicas. 
i  ill  ii 

A-A-G       A-GJI  A-O-G    A  -   A    |A-G 

Tribrach  shortening  of  proinde  in  both  verses. 

Sed  quid  plura  !  The  story  is  the  same  for  deinde',  quippe,  ille,  and  iste, 
as  we  may  readily  satisfy  ourselves  by  examining  the  very  examples, 
which  the  cocksure  advocates  of  "iambic  shortening"  and  "syncope" 
adduce  in  support  of  their  hellenizing  theory: 

Stich.  545, 

^  »  ^     ^      v,  '  w    1    |  i    J.      I   J.    ||     i     O       i   A  I   X    1     M    A 

Deinde  senex  ille  illi  dixit,  quoius  erant  tibicinae 
i  i  i          i  i  ill 

A-G      A  -  A|  A-G  A-G  ||  A-G    A-G|A-A-O-G 

Tribrach  shortening  of  deinde,  pyrrhic  of  senex. 
Men.   586, 


w  '  w  -i-  —       -S.  I     \i<       — 

Quippe  qui  pro  illis  loquantur  qui  male  fecerint. 
i  ill  »i 

A-G        A-G    A-A-GH  A  -  A     A-O-G 


Pyrrhic  shortening  of  quippe. 


H4 

Amph.   988, 
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O'wij.        i     J.    I       1      v  *  jj    1    i  1        i      1      j.    I      A  .1. 

Ille  navem  salvam  nuntiat  aut  irati    adventum  senis. 


I 


I 


i 


» 


i 


i 


A  -  A-G    A-G°|    A-O-GII  A-A-A    A-A-G  |   A-G 

Pyrrhic  shortening  of  ille. 
Rud.  887, 

w'w     ^     A    i      ^      |    i    j.||l  a.|    i    w  i 

Illic  in  columbum  credo  leno  vortitur. 
ii  (  i          (         I 

A-G   A-A-G    |  A-G    A-G|  A-O-G 

Pyrrhic  shortening  of  illic,  which  hellenizing  pragmatism  would  carica- 
ture as  "ilk!" 

Trin.  809, 


Lepidast  ilia  causa  ut  commemoravi  dicere. 
i  i  i  ill 

A-G  I     A  -  A        G||  A-O-O-A-GI  A-O-G 
Pyrrhic  shortening  of  ille. 
Most.   280, 


I 


I 


I         I 


Verum  illud  esse   maxuma  adeo  pars  vostrorum  intellegit 
I  i  i  i  i  i  it 

A     -   A        A-G  |  A-O  -  A-  G|    A  -  A  A   -   A  |  A-O-G 

Pyrrhic  shortening  of  illud,  which  hellenizing  pragmatism  would  carica- 
ture as  "Wd"/ 


I      I 


Pers.  520, 

Iste  qui  tabellas  adfert  adduxit  simul. 
i(i  ill 

A-G     A-A-G  |  A-G  |j  A-  A-  G|  A-G 
Pyrrhic  shortening  of  isle. 
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Poen.   625, 

W  »   W      J.  1          1       J.     I       1       A     ||    i          i        J.     I      vl      J. 

Istic  est  thensaurus  stultis  in  lingua  situs 
•  t  •  i  t  i 

A-G      A-A-G     A-G  ||  A-A-G|  A-G 

Pyrrhic  shortening  of  istic,  caricatured  as  "isc"  by  those  afflicted  with 
"syncope." 

These  examples  might  be  piled  up  ad  nauseam,  if  they  have  not  already 
approached  that  limit.  Enough  has  been  set  forth  to  show  the  urgent 
necessity  of  wresting  our  Plautus  and  Terence  from  the  hands  of  their 
hellenizing  mutilators.  Let  us  hasten  on  to  the  great  ancestor  of  hellen- 
izing  pragmatism  and  father  of  all  the  metrici,  the  poet  Ennius: 

Ennius.  Tragedies  (Ribbeck  I): 


V.   50, 


lamque  mari  magno  classis  cita 
•  III 

A-G     A-G|   A-G      A-G  -  A 

Unoaccentual  modulation  of  the  tripudia,  with  persistent  assertion  of 
the  G  thesis:  thus  the  rhythm  of  the  quantitative  thesis  is  asserted  on 
terms  of  bold  equality  with  the  rhythm  of  the  accentual  thesis;  G  has 
equal  rights  in  thesis  with  A.  This  means  a  dualism  in  art:  a  rhythm 
of  accent  (A)  is  intertwined  with  a  rhythm  of  quantity  (G).  Instead  of 
the  Naevian  art  rhythmus  cum  metro,  we  have  the  Ennian  art  rhythmus 
et  metrum. 

V.  51,  iwo     iw'w|llj-w»w 

Texitur:  exitium  examen  rapit 
»  «  (I 

A-O-G    A- A    |  A-A-G  -  A 

Accidental  coincidence  in  first  tripudium,  purposive  conflict  in  second. 
For  your  metrici  are  not  concerned  with  conserving  the  rhythm  of  accent ; 
that  is  the  concern  of  the  rhythmici:  metricis  videtur  ad  rhythmicos 
solos  pertinere  temporum  dinumerare  intervalla  (Varro,  Fragm.  p.  189  W.) ; 
tempus  ad  rhythmicos  pertinet,  syllabae  ad  metricos  (Varro,  Fragm.  p.  2 17 
Goetz-Schoell).  In  a  word,  the  stupid  fad  of  the  metrici  is  their  arti- 
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ficial  quantitative  thesis  in  open  conflict  (G)  with,  or  even  in  downright 
violation  (O)  of,  the  Italic  tempus  or  tripudic  time-beat. 

V.    71,  j.     w  *     i  J.J  1    w   *    w*w      Jb 

Pallida  leto  nubila  tenebris 
ill  I 

A-O-G  A-G|  A-O-G      A  -  G 

Two  O  theses,  two  G  theses.  It  was  under  the  bane  of  this  hollow  art 
that  our  grammatical  tradition  with  its  hellenizing  theory  and  termi- 
nology of  accent  and  rhythm  was  born  and  bred.  Henceforward  'quan- 
tity' is  all  we  need  to  know  about,  and  the  tripudic  tempora  are  lost  to 
sight  in  the  haze  of  a  sophistical  hellenizing  reinterpretation,  whose 
abortive  fruit  was  the  wretched  lie  of  the  single  musical  accent.  Thus 
our  hellenizing  tradition,  while  everlastingly  feeding  on  the  necessarily 
moribund  heresies  of  Ennius,  is  silent  about  the  only  real  and  enduring 
art  of  Naevius: 

Immortales  mortales  si  foret  fas  flere, 
Flerent  divae  Camenae  Naevium  poetam: 
Itaque  postquam  est  Orchi  traditus  thesauro, 
Obliti  sunt  Romae  loquier  lingua  Latina! 

Meanwhile,  of  course,  the  art  of  Naevius  continued  to  be  the  only  living 
element  in  Latin  poetry,  and  with  the  decay  of  republican  snobbery  it 
blooms  forth  in  popular  song  and  Christian  hymn  as  the  real  source  of 
modern  accentual  rhythm,  which  now,  as  in  the  hands  of  the  old  master, 
is  nothing  but  the  unoaccentual  modulation  of  the  rhythm  of  the  double 
accent. 

Our  present  task  will  therefore  be  ended,  when  we  have  followed  to 
their  long  rest  the  moribund  motives  of  the  Ennian  heresy  in  art,  tempus 
ad  rhythmicos  pertinet,  syllabae  ad  metricos, — the  heresy  of  the  rhythmical 
independence  of  the  G  and  O  tones.  The  a  priori  self-contradiction 
of  this  heresy  lies  in  the  fact,  that  G  is  by  natural  law  the  Latin  arsis 
only,  and  O  by  the  same  natural  law  the  Latin  pre-arsis  only:  they 
cannot  therefore  without  artistic  self-contradiction  function  as  theses 
on  equal  footing  with  the  natural  Latin  thesis  A. 
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V.  82,  1  l^»v,^|l~ol  ^ 

Saeptum  altisono  cardine  templum. 
i  •  •  i 

A         A      A  -  G|  A-O-G   A  -  G 

Unoaccentual  modulation,  with  the  artistic  chaos  of  the  A,  O,  and  G 

thesis. 

v.  87,  *».v  *   4  l    I  1    _  1  ^ 

Priamo   vi   vitam   evitari 
II  it 

A  -  G    A-  A      |  A  -  O-A-G 
Unoaccentual   modulation  with  artificial  quantitative  thesis. 


V.  254,  w  '  ^  j.     11 


* 


I 


Teneor  consipta,  undique  venor. 
(  i  i  i 

A  -  G    A-A     ||A  -   O-G     A-G 

A  sequence  of  G,  A,  O,  G  theses:  artificial  quantitative  verse-beat. 

But  it  was  in  his  own  special  field  of  the  dactylic  hexameter  that  the 
gospel  of  Ennius  was  preached,  and  the  indelible  stamp  of  artificiality 
which  he  impressed  upon  that  verse  made  it  forever  strange  to  the 
unspoiled  sense  of  the  masses: 

Annales  i, 

i   *j    1      w«w     *  ||   i     *        1    1    *,   |1   1       ^ 
Musae  quae  pedibus  magnum  pulsatis  Olympum. 
it  ill  i 

A-G|   A        A   -  G  ||  A-G       A-A-G   |A-A  -  G 

The  new  art  of  the  G  thesis  in  the  heart  of  the  rhythm,  and  the  A  arsis 
anywhere  and  everywhere ! 

The  assertion  of  the  artificial  quantitative  verse-beat  throughout  one- 
half  or  two-thirds  of  the  line.  This  G  verse-beat  has  been  mistaken  by 
hellenizing  metric  for  a  masculine  caesura :  on  the  contrary,  however,  the 
preference  for  the  masculine  caesura  is  only  the  Ennian  assertion  of  the 
quantitative  thesis  in  entire  independence  of  the  tripudic  thesis.  This 
tabooing  of  the  feminine  caesura  with  its  perfect  accord  of  tripudic 
with  quantitative  thesis,  and  the  preferring  of  the  masculine  caesura 
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with  its  conspicuous  obtrusion  of  the  independence  of  the  quantitative 
thesis  over  against  the  accentual,  remained  for  all  time  the  ineradicable 
ear-marks  of  Ennian  artificiality,  parading  itself  as  the  veritable  metem- 
psychosis of  the  Greek  Muse:  V.  2, 

I  J.    |       i          w'v>      .1.       Jl       1        £        i         1     vi,|      J,       1          J. 

Musas  quas  memorant  n  o  s  c  e  nos  esse  Camenas! 

II  I  14  I 

A-G  |   A   -   A  -  G    i|   A-G    A  -  A-G|  A-  A  -G 

Thus  this  new  quantitative  verse-beat  can  even  make  a  short  thesis 
long! 

V.23> 

'  i'    w»w|    A    w»v  *  j|    ±         11^      ~'~    I      ^ 
Est  locus  Hesperiam  quam  mortales  perhibebant. 
»  I  »  ii  i 

A-A        A-A-G|[A        A    A-G  |     A  -  A  -  G 

There  are  only  two  available  G's  in  this  verse,  and  both  of  them  are 
made  to  conflict  as  theses  with  the  natural  tripudic  thesis  A. 

V.  24, 


Quam  prisci  casci  populi  tenuere  Latin  i. 
i  it  i  ii 

A        A-G  |  A-G  i|     A-G      A  -  A-G    A-A-G 

The  artificial  G  thesis  in  second,  third,  and  fourth  foot:  the  ultimate 
stock  in  trade  of  classic  artificiality.  It  is  obvious  that  what  Ennius 
is  after  in  his  caesura  after  casci  is  not  the  masculine  caesura  particu- 
larly but  the  G  thesis.  It  is  equally  clear  that  what  hellenizing  metric 
calls  masculine  caesuras  after  prisci  and  populi  were  never  dreamed  of 
as  anything  but  G  theses  in  reality,  however  much  orthodox  theory  and 
Wilhelm  Meyer  (aus  Speyer)  may  prate  about  penthemimeris  and  heph- 
themimeris. 

V.33,  i  *-j  JL   i    *||    i      i    i  *|  i     i  a. 

0  1  1  i  respondit  rex  A  1  b  a  i  1  o  n  g  a  i 
•          ••  «ii 

A-G|  A-A-G  I!  A  -  A  A-Gl  A  -  A-G 
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An  experiment  deserving  tar  and  feathers,  but  evidently  perpetrated 
with  the  gravity  of  a  peacock!  Every  possible  opportunity  of  violat- 
ing the  tripudic  thesis  is  embraced. 


*•      «,  •*          *         .t  w   *        * 

Vires  vitaque  corpus  meum  nunc  deserit  omne. 
II  «  II  I 

A-G°A-O-G    |  A-G||  A-G     A-A-O-G|A-G 

Here  a  gross  and  inartistic  liberty  is  taken  with  the  G-A-O  double  arsis 
in  the  first  tripudium,  in  flagrant  violation  of  the  best  tripudic  practice 
which  is  very  careful  to  avoid  G-A-O  everywhere,  except  after  the 
double  accent. 


—        \^     C/     ]      —    —    —      .±.         jj     —     ^     \J<    —          W      N^    I     —     C» 

Tardaque  vestigare  et  quaerere  te  neque  posse. 
i  it  II  i 

A-O-G°|  A-O-A-G0  ||  A-O-G  A  -  A    |  A-G 

The  tripudic  law  against  acatalexis  in  the  second  tripudium  is  ruthlessly 
violated  under  no  sort  of  metrical  necessity  or  facility. 

V.43, 

J.O        W   A  W  **     I    A   W   *   ||  JL    «*        W     «b.'   I       ^/  '  w      —      -1. 

Corde  capessere:   semita  nulla  pedem  stabilibat. 
i  i  i  i  i  I 

A-  G  A-A-O-G°|  A-O-G||  A-G    A-  G  |       A  -  A-  G 

Acatalexis  again  in  second  tripudium  without  excuse.  Inartistic  O  at 
the  close  of  the  first  tripudium,  instead  of  at  the  beginning.  The  G 
thesis  advanced  to  the  fifth  foot. 


V.44, 


A  j.     i    A  «r4  A 


Exim    compellare  pater  me  voce  videtur. 
ill  it  i 

A-G°|    A  -  O-A-G||  A-G    A  -  A-G  A-A-G 

Inartistic  acatalexis  in  second  tripudium. 
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¥.87,  1        i     _|i    i   jjw'wS        1          1         *|'4i.t 

Sic  expectabat  populus  atque  ore  timebat. 
f        I         I  i  i  i 

A  -  A-O|  A-G|j    A  -  G   A  -  A  -  G|  A-A-G 

Homeric  (!)  lengthening  of  short  syllable  under  quantitative  thesis; 
cf.  v.  97.  O  and  G  theses  at  the  beginning  and  throughout  the  middle 
of  the  verse,  A  theses  at  the  close :  the  hellenizing  law  for  the  'quantita- 
tive' hexameter.  It  is  obvious  that  the  whole  motive  of  this  artificial 
convention  was  merely  to  assert  the  primacy  of  the  quantitative  thesis 
over  the  tripudic  thesis  at  the  beginning  and  in  the  very  heart  of  the 
rhythm,  on  the  one  hand,  and  the  primacy  of  the  quantitative  arsis  over 
the  tripudic  arsis  at  the  close  of  the  rhythm,  on  the  other.  This  artistic 
monstrosity,  whose  body  exhibits  the  tripudic  arsis  as  the  quantitative 
thesis,  and  whose  tail  the  tripudic  thesis  as  quantitative  arsis,  was  the 
first  fruit  of  that  hellenomania  which  was  destined  to  blight  the  integrity 
of  all  classic  theory  and  art: 

Sic  horridus  ille 

Defluxit  numerus  Saturnius,  et  grave  virus 

Munditiae  pepulere! 

And  this  achievement  of  rhythmical  acrobatics,  which  successfully 
turned,  not  cat  out  of  skin  and  skin  out  of  cat,  but  theses  out  of  arsis 
and  arsis  out  of  thesis,  is  the  abiding  rhythmical  service  of  Ennius  to 
the  Classic  Muse.  And  nothing  is  so  obvious  from  our  fragments  of 
the  Annales  as  the  brutal  vandalism  with  which  he  put  into  effect 
his  stultifying  theory  of  art: 

Voo          ••       'w^l'^'w-iiw'wivflA^     1 

"7  II  I 

Exin  Candida  se  radiis  dedit  icta  foras  lux. 
I          f  I  I  ii 

A-G°  A-O-G|  A  -  A-G||     A-A-G|A-G-A 

The  limit  is  reached  by  asserting  the  G  theses  and  A  arsis  in  the  sixth 
foot!  Inartistic  violation  of  the  G-A-O  law  in  the  first  tripudium. 

V.  189, 

iw6          1     wo|       1  w»x/a.,|l     i     1    w    *ji* 

Fraxinus  frangitur  atque  a  b  i  e  s    consternitur  alta. 
•  i  i  ill 

A-  0-G°     A-  O-G]     A         A  -  G     A  -  A-  O-G !  A-G 
Inartistic  G-A-O  in  first  tripudium. 
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V.  230, 

1     ^         A      1     w    M,     |       1      w      v^         i     i    w    O  iwO         1      -i. 

Poste  recumbite    vestraque    pectora    pellite  tonsis. 
ill  ill 

A-G    A-A-O-G°|  A-O-G°||  A-O-G0  A-0-G|  A-G 

Inartistic  O  in  second  foot,  and  acatalexis  actually  invading  the  second 
tripudium.  The  artistic  method  is  anything  that  will  do  violence  to 
tripudic  law  without  making  the  artist  utterly  ridiculous. 

V.  236,          1   j.  i  A  ±    a.  ||  ±      ij.     i  6  |  A   ±   * 
Partem  fuisset  de  summis  rebus  regundis 
•  iiii  i 

A-G|   A-A-G||  A-  A-G      A-G|A-A-G 

The  hellenizing  thesis  can  lengthen  the  short  syllable,  and  the  hellenizing 
arsis  can  shorten  the  long!  This  arsis  shortening  becomes  promptly 
and  conveniently  stereotyped  for  the  weak  final  s;  cf .  v.  183.  But  the 
convention  becomes  also  the  general  quantitative  disguise  of  the  tripudic 
principle  of  accentual  correption:  v.  192, 


it 


(  n      ,  ..(.,»,        Ll,        • 


Qui  antehac  invicti  fuerunt  pater  optime  Olympi. 
»  ill  I  i 

A-  A     |A-A-G||     A-G         A-A-0|A-A-G 
Quasi  arsis-shortening  of  fuerunt. 
V.  336, 


ww 


!*l      1   w  *|  1  * 

Quae  nunc  te  coquit  et  versat  in  pectore  fixa. 
i  i  ill  i 

A        A  |A  -  A-  G||  A-G    A-  A-O-G|  A-G 
Quantitative  thesis-lengthening,  as  in  v.  2  and  v.  87. 
Varia  14, 

±  ^    i  j.|  i  *B  i  -     i    *|  A   -!•-=- 

Sparsis  hastis  longis  campus  splendet  et  horret 
i  I  I  i  (  • 

A-G    A-G|  A-GH  A-G      A-G|A-A-G 
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This  verse,  which  hellenizing  metric  would  persuade  us  to  regard  as  an 
illustration  of  Ennian  artlessness,  we  must  now  refer  to  Ennian  arti- 
ficiality and  its  radical  propagandism. 

Thus  the  Ennian  heresy  of  rhythmus  et  metrum  shows  in  the  hands 
of  its  author  a  manifest  leaning  towards  the  extreme  of  metrum  sine 
rhythmo:  the  quantitative  G  and  O  thesis  is  asserted  at  the  expense  of 
the  tripudic  thesis  A,  and  the  quantitative  A  arsis  at  the  cost  of  the  tri- 
pudic  arsis  G  and  the  tripudic  pre-arsis  O.  Such  was  the  artificial  heri- 
tage of  Lucretius  and  Vergil,  who  spent  their  genius  in  the  effort  to 
restore  an  equilibrium  between  the  tripudic  and  the  quantitative  princi- 
ple. We  shall  proceed  to  show  how  they  abated  the  radicalism  of  Ennius 
by  restricting  the  freedom  of  the  toneless  arsis  O,  and  of  the  G  thesis. 
The  O  tone  appears  rarely  in  Lucretius  in  the  second  foot,  and  almost 
never  in  the  third,  while  in  Vergil  it  disappears  from  both,  and  is  con- 
fined to  the  first,  fourth  and  fifth.  The  G  thesis  is  largely  restricted  to 
the  second,  third,  and  fourth  foot.  The  upshot  of  it  all  was  the  classic 
literary  type,  in  which  the  tripudic  and  quantitative  verse-beats  are 
contrasted  in  bold  relief  in  the  first  four  feet,  and  united  in  harmony 
in  the  last  two.  The  first  line  of  the  De  Rerum  Natura  and  of  the 
Georgics  are  each  inspired  forecasts  of  the  victorious  type: 


i    » 


\1>    -L    -1. 

Aeneadum  genetrix  hominum  divomque  voluptas. 
II  ill  i 

A -A-G  |      A-G  |    A-G      A-A-G|A-A-G 

i     w'vj-llj.ilw'wj.       1     i  w  o!  1   j. 
Quid  faciat  laetas  segetes,  quo  si d ere  terram. 
ill  ill 

A    -  A-G  |  A-G  I     A-G       A-A-O-G|A-G 

The  drumbeat  of  the  tripudium  alternates  in  bold  relief  with  the  grave 
stress  of  the  quantitative  thesis  through  the  first  four  feet,  at  the  end 
of  which  the  rhythm  rises  on  the  sustained  wing  of  the  procatalectic 
thesis  (quantitative  accentual  arsis)  to  perfect  harmony  of  the  Italic 
and  Hellenic  verse-beat  for  the  rest  of  the  line.  Here  the  rhythmical 
insanity  of  Ennius,  with  his  hellenizing  dream  of  substituting  a  quanti- 
tative rhythmic  and  accentual  system  for  a  tripudic  one,  is  rebuked 
with  firm  hand  and  the  classic  compromise  of  rhythmus  et  metrum,  at  best 
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an  artistic  dualism,  was  definitively  settled.  It  is  clear  that  the  vital 
and  determining  motive  of  this  compromise  was  the  unquestioned  and 
unquestionable  primacy  of  the  whole  tripudic  principle  without  qualifi- 
cation or  abatement,  and  that  the  quantitative  verse-beat  was  and  con- 
tinued to  be  merely  an  artificial  modification  of  the  one  and  only  tri- 
pudic rhythm,  the  simple  cue  to  which  consisted  in  an  exaggerated 
rhythmic  emphasis  of  the  tripudic  arsis  G  and  pre-arsis  O  wherever  they 
fall  in  the  quantitative  thesis. 

We  have  only  in  conclusion  to  note  the  classic  restrictions  upon  the 
radicalness  of  Ennius  in  his  quixotic  effort  to  confuse,  blur,  and  obliter- 
ate all  the  criteria  and  distinctions  of  tripudic  thesis  and  tripudic  arsis, 
and  so  prepare  the  field  for  the  Utopia  of  musical  accent  and  quanti- 
tative verse.  We  shall  see  that  the  net  result  of  the  rhythmical 
activities  of  classic  art  was  a  wholesale  return  to  the  tripudic  modula- 
tion of  the  literary  Saturnian  as  perfected  in  the  hands  of  the  great 
Naevius.  But  the  fetters  of  hellenizing  orthodoxy  were  too  strong  to 
permit  anything  more,  and  classic  art  crystallized  as  nothing  more  than 
the  Saturnian  of  Naevius  artificially  handicapped  with  the  Ennian 
affectation  of  the  G  and  O  thesis.  Let  us  now  note  in  particular  the  only 
fundamental  result  of  post-Ennian  technique  in  the  abatement  of  the  O 
arsis,  which  was  restricted  to  its  normal  tripudic  position  as  seen  in  the 
artistic  Saturnian  of  Naevius: 


Integram  urit  populatur  vastat  rem  hostium  concinnat. 
A-O-G     A-G|     A-A-Gj|A-G    A-    A-O-G     A-A-G 

Accordingly,  what  we  have  to  observe  in  the  artificial  Ennian  period  of 
Roman  art  is  the  gradual  exclusion  of  the  O  arsis  first  from  the  third  foot, 
and  later  from  the  second,  with  the  resulting  vindication  of  the  sustained 
tripudium  in  the  heart  of  the  rhythm.  Finally,  the  Elegiac  poets 
extended  the  limits  of  the  sustained  tripudium  to  include  as  a  rule  the 
fourth  foot,  so  that  in  the  final  result  the  O  arsis  was  practically  restricted 
to  the  first  and  fifth  foot  in  the  dactylic  hexameter.  Thus  at  length 
Italic  art  once  more  rediscovered  the  tripudic  modulation  of  its  first 
master. 

The  O  arsis  which  with  Ennius  is  at  home  in  every  possible  position 
is  moribund  with  Lucretius  in  the  third  foot: 


124  THE  LITERARY  SATURNIAN 

Lucretius  I.  570, 

11^1          1      w*||     i  1          iw 

At  contra  si  mollia    sint     primordia   rerum. 
•  »  I  I  •  I 

A-A-G|  A  -  A-0-G|  A        A     A  -  O-G|  A  -  G 

It  is  further  tabooed  in  the  second  with  Vergil: 


i      i  J,    1 


Vergil,  Aeneid  I.  3, 

I 

Litora,  multum  ille  et  terris  iactatus  et  alto, 
i  i  ill  i 

A-O-G  |    A          A-G||A-G     A-A-G|A-A-G 

And  it  is  largely  excluded  from  its  last  Ennian  stronghold,  the  fourth 
foot,  by  the  Elegiac  poets: 

Tibullus,  I.  i, 


Divitias   alius   fulvo   sibi  congerat  auro. 
(ill  i  I 

A-A-G[    A-G|   A-G      A        A-O-G  |A-G 

Here  the  regenerative  strength  of  Classic  art  exhausted  itself,  and 
the  dactylic  Saturnian  crystalized  forever  with  the  fly  of  the  exagger- 
ated G  thesis  ineradicably  fixed  in  its  fossilized  structure. 
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